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ABSTRACT 
This research explores chamber music repertoire, largely unknown to Western 
audiences, by Georgi Mushel, who is regarded as the founder of a 20th-century tradition 
of Uzbek art music. Mushel’s musical style was formed under multiple influences 
stemming from Western (Soviet) and Uzbek folk traditions. While Soviet scholars 
(Pekker, Vyzgo, Golovyants and Plungyan) claimed that Uzbek folk music had the 
strongest influence on Mushel’s style, their studies were limited to accounts of the 
contextual origins of his music, and analysis of scores; they gave very little 
consideration to performance aspects.  
Taking Mushel’s Sonatine for Flute and Piano (1948) and Sonata for Cello and Piano 
(1951) as case studies, this exegesis discusses the challenges of performance and 
interpretation in maintaining the folk-inspired style of the music while playing Western 
classical instruments. An investigation of specific performance practices observed in 
traditional Uzbek music reveals some performative elements and nuances that are not 
represented in the score, but which performers must absorb to create fully informed 
interpretations of the music. This investigation focusses on the performance challenges 
related to the interpretation of ornaments and the use of rubato in Uzbek music.  
To guide this research three main questions are addressed: 1) What contextual 
knowledge—especially knowledge concerning Mushel and his musical style, Uzbek 
culture, Uzbek folk music, and Soviet influences—is required to create a platform for 
interpreting the repertoire selected in this study and other Uzbek Soviet music more 
generally? 2) What performative elements or nuances from Uzbek folk music do 
performers need that are not represented in the score? 3) How do they acquire these 
performative elements or nuances?  
This artistic research uses practice-based methods to investigate these questions. The 
author’s own experience and knowledge of Uzbek music is a key part of the practice-led 
process employed to develop recommendations for performance and interpretation of 
the chosen repertoire. The outcomes of this research have been expressed in two ways: 
as a written exegesis and as a recorded live performance.  
A specific outcome of this project is that performers will be able to use the information 
to gain a better understanding of Mushel’s works and of Uzbek art music generally. 
More broadly, this exegesis seeks to expand our understanding of the problems posed 
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for musicians learning an unfamiliar repertoire in the context of culturally remote music 
(Uzbek chamber music) and to shed some light on available solutions. This study was 
informed by the historical context of the music, especially with the performance 
conventions of traditional Uzbek music. Expanding on what is broadly defined 
as historically informed performance and the performance practices of 17th- and 18th-
century European art music, this study explores Soviet art music in the mid-20th 
century, in particular, Central Asian (Uzbek) traditions. 
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CHAPTER 1: INTRODUCTION 
1.1 PERSONAL BACKGROUND TO THE PROJECT 
I was born and grew up in Tashkent, Uzbekistan, and studied music at the 
State Conservatory of Uzbekistan during the Soviet era. This means that all areas of life, 
including education and art, were strongly influenced by the Soviet regime. Many of my 
conservatorium teachers were natives of Russia; some of them were evacuated to 
Uzbekistan during World War II, and some were commissioned by the Moscow and 
Leningrad Conservatoriums to resume their activities in Tashkent—to build Soviet 
culture. Teachers destined for the State Conservatory of Uzbekistan included Victor 
Uspenskiy, Elena Romanovskaya, Aleksey Kozlovskiy, Georgi Mushel, Jan Pekker, and 
Nikolay Bukin (State Conservatory of Uzbekistan, 2017). 
Learning from such well-known musicians, educators, and composers gave our 
generation a strong musical foundation based on a Western style of education; however, 
our choices about how we interpreted and performed the music were limited and 
controlled by the system. Even the pieces written by Uzbek Soviet composers were 
interpreted in a more traditional way; that is, from a Westerner’s perspective.  
Nevertheless, my life in Tashkent was surrounded by the Uzbek culture and music from 
my childhood. Folk songs, dances, traditional instrumental music, and professional art 
songs were broadcast through television and radio channels. They were played at family 
gatherings, weddings, and festivals. I sang and performed them, and eventually I studied 
Uzbek music at the State Conservatory of Uzbekistan in Tashkent. Uzbek music is in 
my blood, and it is deeply embedded in my musical psyche.  
When I perform notated music (in this case, chamber music) by Uzbek composers 
influenced by Uzbek folk music, my interpretation is automatically affected by my 
innate familiarity with that musical culture. Having lived outside my home country 
since migrating to Australia in 2003, and thus being free from the pressure of the Soviet 
system, I wanted to revisit some of Mushel’s music to articulate more clearly the 
elements of Uzbek folk music in his chamber music repertoire, and to present 
interpretations that were influenced by this knowledge.  
Borgdorff (2012) says that artistic research operates mainly in the sphere of tacit 
knowledge, and that “the accent lies on those forms of knowledge and understanding 
that are embodied in artistic practice and products” (p. 122). Through this practice-
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based research, I reveal the tacit knowledge of my past experiences, and embody it in 
the present so that other performers can approach and interpret Uzbek music in an 
informed and confident manner. 
1.2 BRIEF HISTORICAL BACKGROUND: THE CONTEMPORARY STATE OF UZBEK 
MUSIC 
In this exegesis, I investigate issues of performance and interpretation in selected 
chamber music repertoire by the Soviet-era Uzbek composer Georgi Mushel 
(1909−1989), music that is largely unknown to Western audiences. Mushel’s musical 
style developed under many influences, including both Western music traditions and the 
traditions of Uzbek folk music (Vyzgo & Karomatov, 1973, p. 330). In order to fully 
comprehend Mushel’s music and his musical style, it is important to understand the 
stages in the history of Uzbek music, particularly contemporary Uzbek music, in which 
Mushel played a significant role. 
The development of musical culture in the Central Asian republics during the Soviet 
era, particularly in Uzbekistan, was significantly influenced by Russian culture 
(Dickens, 1989, p. 21; Krebs, 1970, p. 27). During World War II it became the policy of 
the Soviet government to remove all important individuals and institutions from war 
zones (Krebs, 1970, p. 55). The Stalin regime “evacuated ballet companies, opera 
companies, orchestras, movie studios, and intellectuals … from Leningrad (St 
Petersburg) to Central Asia, some of whom remained after the war” (Jarvik, 2005, 
p. 270). The entire teaching personnel of the Leningrad Conservatory—including many 
composers and musicologists—undertook their activities in Tashkent, and “Tashkent 
became the new, musical Leningrad” (Krebs, 1970, p. 55). 
Of all the Central Asian republics, Uzbekistan inherited the most from the Russians’ 
civilizing mission during the Soviet era (Jarvik, 2005, p. 270). The Soviet government 
opened observatories, universities, research institutes, conservatoriums, and its own 
branch of the Soviet Academy of Sciences. Tashkent became the fourth largest city in 
the Soviet Union, after Moscow, Leningrad, and Kiev (Jarvik, 2005, p. 270). 
Moscow, the capital of the Soviet Union and the centre of the entire educational system, 
maintained authority over all remote regions (Krebs, 1970, pp. 27–28). Consequently, 
the Moscow State Conservatory was officially recognized as the supreme institution, 
with the responsibility of appointing musical cadres across the entire Soviet Union 
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(Krebs, 1970, p. 27). Thus, the State Conservatory of Uzbekistan, opened in 1936, 
received professionally qualified teachers appointed by Moscow (Pekker, 1966, p. 20). 
The first Russian personnel assigned to Uzbekistan were Kozlovskiy, Mering, 
Shevchuk, Anpilogov, and Knorre (Pekker, 1966, pp. 20–21). Georgi Mushel was 
among the young composers and musicians, graduates of the Moscow State 
Conservatory, who came to Uzbekistan to build their careers, to share their knowledge 
and experience, and to play a vital role in the establishment and development of Uzbek 
Soviet music (Pekker, 1966, pp. 20–21). 
Being among pioneers of Uzbek Soviet music, Mushel made a significant contribution 
to the development of Uzbek music by introducing many Western genres that were 
foreign to Uzbek national art (Pekker, 1966, p. 127; Solomonova, 1979, p. 158; Vyzgo 
& Karomatov, 1973, p. 303). He wrote in genres such as symphony, ballet, opera, 
cantata, oratorio, concerto, vocal music, piano duets, and chamber music (Pekker, 1966, 
pp. 128–131). His outstanding dedication and contribution to the development of Uzbek 
Soviet music earned him an honorary title as one of the founders, effectively, of a 20th-
century tradition of Uzbek art music (p. 127). 
During the Soviet period, music written by Mushel was regularly performed in 
Uzbekistan and other parts of the Soviet Union. His music was heard at national music 
competitions and festivals, at the Dekady (special musical/art festivals) of Uzbek art and 
literature held in Moscow and in other capital cities across the Soviet Union (Pekker, 
1966, pp. 38, 42, 47). 
The collapse of the Soviet Union in 1991, however, caused political and cultural 
disruption. Despite the successful career of many Soviet-era composers, their music 
(particularly that of immigrants like Mushel) was at risk of being forgotten as a result of 
the radical reaction of the new Uzbek government upon the dissolution of the Soviet 
Union. The establishment of the independent contemporary state of Uzbekistan and the 
introduction of new political and cultural policies resulted in the demolition of the 
cultural heritage gained during the Soviet era (Djumaev, 2005, p. 166). The Uzbek 
government attempted to eliminate all traces of Soviet culture (Jarvik, 2005, p. 270). 
Many artists who had achieved their status in Soviet times found this change difficult, 
and “many of the intellectual elite emigrated” (p. 270). 
 4 
1.3 RATIONALE 
Radical political changes made by the Uzbek government after the collapse of the 
Soviet Union resulted in rewriting the history of Uzbekistan to differentiate its new 
national identity from Soviet identity (Henson, 2006, pp. 7–8). The history, culture, and 
traditions that people learned during the Soviet era “have been ‘proven’ false by 
contemporary Uzbek scholars, historians, and propagandists” (p. 7). To establish Uzbek 
as the official language (during the Soviet period both the Russian and Uzbek languages 
were official), in 1995 the government changed the Uzbek script from Cyrillic to Latin 
(p. 23). Studying and working at the conservatorium at that time, I witnessed how this 
change caused chaos, even among native Uzbek speakers; we now had to relearn how to 
read Uzbek. Most of the scholarly publications and literature were published in the new, 
Latin-script Uzbek, and the books published in Russian during the Soviet period 
eventually disappeared from the conservatorium library. Consequently, a generation of 
musicians born in the 1980s and 1990s may be unaware of Soviet influences on Uzbek 
musical art, and of the contribution and achievements of Uzbek Soviet composers like 
Mushel. 
Furthermore, the music of Soviet composers, particularly immigrant composers such as 
Mushel, was discredited, and almost vanished from performers’ repertoires. My 
experience and knowledge of Uzbek culture inspired me to advocate for this music and 
to rediscover repertoire that is worthy of exploration. I have selected two case studies 
(see Chapter 7) to discuss and explore Mushel’s chamber music repertoire—the 
Sonatine for Flute and Piano (written in 1948, published in 1951) and the Sonata for 
Cello and Piano (written in 1951, published in 1955). 
While some of Mushel’s works were politically motivated and patriotic in nature (in 
many cases commissioned by the Communist Party), many were inspired by traditional 
Uzbek tunes, folklore, and poetry. The distinctive style of Mushel’s music, which 
incorporates idioms of both Uzbek folk music and Western music traditions, inspired 
me to research his work in more depth. In fact, his chamber music pieces, including the 
items selected for this project, were the first and perhaps most significant examples of 
chamber music repertoire written in the history of Uzbek Soviet musical art (Vyzgo & 
Karomatov, 1973, p. 303). The instruments selected for Mushel’s different duet 
combinations—flute, violin, cello, piano—allowed him to achieve the closest sound 
representation of traditional Uzbek instruments, and this motivated me to select two of 
his chamber music pieces for this project. 
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Being an inseparable part of the chamber music heritage of Soviet Uzbekistan, and 
ultimately of the broadest reaches of Soviet music, the compositions in this project were 
regularly performed during Soviet times by Soviet musicians. Perhaps due to 
geographical remoteness and Cold War hostilities, most of Mushel’s music was never 
heard by Western audiences. My greatest motivation in undertaking this research was 
the opportunity to introduce new repertoire to Western music and research 
communities.  
This research will raise awareness of the music of Uzbek Soviet composers by 
providing an exemplar in the form of a documented live performance and 
accompanying exegesis, thus expanding knowledge related to chamber music repertoire. 
It will bring to light musical works that music and research communities may find 
worth reviving and investigating further.  
1.4 RESEARCH AIMS AND QUESTIONS 
This study explores and articulates important stylistic elements of Mushel’s chamber 
music that were inspired by Uzbek folk music; it discusses the challenges of 
performance and interpretation in maintaining the folk-inspired style of the music while 
playing Western classical instruments; and it presents guidelines to performers and 
scholars interested in this music and in Uzbek music more broadly.  
The repertoire for this research consists of Mushel’s Sonatine for Flute and Piano 
(1948) and Sonata for Cello and Piano (1951). The selected pieces illustrate the 
composer’s unique compositional style as an original blend of two cultures: Western 
classical and Uzbek.  
The history of Uzbek music has been extensively researched by both Soviet and 
Western scholars (see, for example, Solomonova, 1979; Vyzgo, 1970; Dickens, 1989; 
Jarvik, 2005). However, few studies have explored Uzbek chamber music, much less its 
performance practice. Existing research by Golovyants (1990), and some chapters in 
Vyzgo (1970), Pekker (1966), and Plungyan (1979) on the chamber music of 
Uzbekistan consider the compositions by Mushel selected for this project to be 
significant achievements in this area, offering historical background and theoretical 
analysis of the scores. However, there are almost no publications available concerning 
performance and interpretation issues of Uzbek elements in Mushel’s chamber works. 
This identifies a gap in the knowledge that the current project aims to address through 
the following questions: 
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1. What contextual knowledge—especially knowledge concerning Mushel and his 
musical style, Uzbek culture, Uzbek folk music, and Soviet influences—is 
required to create a platform for interpreting the repertoire selected in this study 
and other Uzbek Soviet music more generally? 
2. What performative elements or nuances from Uzbek folk music do performers 
need that are not represented in the score? 
3. How do they acquire these performative elements or nuances? 
1.5 METHODOLOGY AND CONTRIBUTION 
In answering the research questions, I used a pluralistic approach incorporating 
practice-based and musicological methods, and I framed the research using the 
methodological model presented by Smith and Dean (2009) known as the iterative 
cyclic web. This model shows how artistic research, practice-led research, and 
musicological research interrelate in a dynamic research process. My experience and 
knowledge of Uzbek music played a key role in this practice-led process. 
Most of the literature on how musicians learn focusses on traditional repertoire, with 
Viney and Blom  (2015) contributing an example of the learning process in 
contemporary repertoire. This present project seeks to expand that literature through a 
practice-based exploration of musicians learning unfamiliar repertoire in the context of 
culturally remote music—in this specific case, Uzbek chamber music. Informed with 
the historical context of the music, and especially with the performance conventions of 
traditional Uzbek music, this study expands on what is broadly defined as historically 
informed performance—which, at least until comparatively recently, focusses on the 
earlier performance practices of 17th- and 18th-century European art music—by 
exploring Soviet art music in the mid-20th century, in particular Central Asian (Uzbek) 
traditions. 
This study also pursued the following secondary goals: a) to stimulate interest in Uzbek 
composers, Mushel in particular; b) to provide the musical community with new 
knowledge through the presentation of largely unknown music written by this 
composer; and c) to facilitate the adoption of this repertoire by chamber music 
performers.  
The findings of this research are presented in two ways: as a written exegesis, and as a 
recorded live performance. It is envisaged that performers will use this document to 
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better understand Mushel’s style, thus expanding knowledge related to chamber music 
repertoire. This investigation provides contextual information for Western artists about 
the cultural background of Uzbek music. It also presents analytical insights that could 
help musicians to perform these and other Uzbek works more effectively.  
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CHAPTER 2: LITERATURE REVIEW 
2.1 INTRODUCTION 
This chapter identifies and critiques the current state of knowledge regarding Uzbek 
music including its history, traditions, and influences. It provides a review of the 
available literature on the Uzbek Soviet composer Georgi Mushel and his chamber 
music repertoire, and information on interpretation and performance challenges in this 
repertoire. 
2.2 UZBEK MUSIC AND BROADER CONTEXTS: HISTORY, TRADITIONS, AND 
INFLUENCES 
To understand the stylistic characteristics of Uzbek Soviet music, it is necessary to 
consider two main streams in the development of Uzbek music generally: the 
development of traditional Uzbek music before the October Revolution in 1917, and the 
consequences of Russian influence after the October Revolution. There is much 
material in these areas, in both Russian and English, by a range of authors.  
During the Soviet years, many Soviet scholars collected and produced material about 
Uzbek music, its history, traditions, and influences. Most of their books were written for 
educational purposes, and have been used largely by Uzbek educational institutions, 
including the State Conservatory of Uzbekistan. The main literature written and 
published in Russian between 1970 and 1991 are Solomonova (1979), Vyzgo (1970), 
Vyzgo, Karelova, & Karomatov (1972), and Vyzgo & Karomatov (1973, 1991).  
The most valuable information about the origins of Uzbek music, its antiquity, and 
traditions were collected by Solomonova (1979), who devoted a large portion of her 
book to the history of Uzbek music before the 1917 October Revolution. Her 
description takes the reader back to archaeological findings made in the territory of 
modern Uzbekistan: sculptures, wall paintings, manuscripts (near Khwarezm in the 4th–
3rd centuries BC, and near Thermez in the 1st−2nd centuries AD), and terracotta statues 
(near Afrasiab in the 1st century BC−3rd centuries AD) that reveal the use of musical 
instruments and the significance of music in the life of different tribes and nationalities 
that lived in the territory of present-day Uzbekistan (Central Asia). The holy book of 
ancient people of Central Asia—Avesta (the primary collection of sacred texts)—is a 
particularly important source of knowledge about the musical instruments (percussion, 
winds, and strings) used in different rituals, celebrations, and in worship. 
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According to Solomonova (1979), the period between the 9th−11th centuries was the 
most significant in the history of Central Asian culture due to the outstanding 
contribution of great scientists, poets, and musicians in all areas of ancient science and 
culture. During that time, the major cities of present-day Uzbekistan (Bukhara, Khiva, 
and Samarkand) were recognized as the main cultural cities of the Muslim world, and 
the home for many scholars and scientists such as Al-Khwarizmi, Al-Farabi, and Ibn 
Sina. Written in chronological order, the book offers a complete picture of the history 
and traditions of Uzbek culture. The events and contributions discussed in the book 
substantiate the advances and sophistication of Uzbek music long before the 1917 
Russian invasion. 
While Solomonova’s (1979) book covers all stages of the history of Uzbek musical art, 
Vyzgo’s research (see, for example, 1970) is dedicated to the relationship between 
Russia and Uzbekistan. The chapters of her book discuss the prolonged relationships 
between Russian and Central Asian cultures and their mutual influences on each other 
from the middle of the 19th century to the beginning of the 20th century. She describes 
Central Asia as a great attraction for Russian artists, and a place from which many 
composers such as Glinka, Borodin, and Rimsky-Korsakov drew their inspiration. 
While the masterpieces of these composers were inspired by mythologies and images of 
Central Asian inhabitants, other composers dedicated their lives to learning the culture 
of a particular nation in order to create music that reflected the musical style of that 
culture. The composers who lived and worked in Uzbekistan were Vasilenko, 
Uspenskiy, Kozlovskiy, and Mushel. Their ethnographic expeditions helped to preserve 
Uzbek musical folk heritage. Vyzgo discusses the influences of Russian/Western and 
Uzbek traditions on the formation of Mushel’s compositional style, and provides some 
analytical examples of his melodic and harmonic language. 
Because these books were written and published between 1970 and 1991 under the 
Soviet regime, the authors emphasised the positive influences of Russian composers, 
musicians, and teachers, and their contribution to the growth of Uzbek Soviet musical 
culture. The scholars delivered a detailed overview of each stage in the history of Uzbek 
music (prior to the October Revolution in 1917) and Uzbek Soviet music (after the 
revolution). While celebrating the achievements resulting from Russian/Western 
influences in different areas of Uzbek music—such as introducing European genres 
(symphony, opera, ballet, concerto, and many more) and polyphonic texture, and 
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reconstructing traditional Uzbek instruments1—the authors of these studies failed to 
address the other side of the story of Soviet colonization: the damage to and loss of 
distinctive local, indigenous musical culture and characteristics, or its dilution by 
outside influences. Nevertheless, the historical context documented in these books 
provides the reader with knowledge and understanding of the roots of Uzbek music, its 
antiquity, traditions, and influences. An understanding of Uzbek musical traditions 
related to rhythm, characteristic modes, and interval relationships is essential, especially 
for interpreting both Mushel’s music and Uzbek Soviet music in general. 
Material published in, or translated into, English about Uzbek history, culture, musical 
traditions, and influences is presented in a number of articles and reviews, including 
Dickens (1989), Jarvik (2005), Djumaev (2005), Karomatov and Slobin (1972), 
Karomatov, Djijiak, Levin, and Slobin (1983). Surveys conducted by Western scholars 
cover more specific periods of Uzbek history and culture. Written from a foreigner’s 
perspective, they offer different viewpoints on the Soviet regime. 
Dickens’ (1989) research was made before the breakup of the Soviet Union and conveys 
two main viewpoints on the situation in Uzbekistan before independence. The first 
relates to the history of Uzbek music, its roots, traditions, and influences before the 
October Revolution; it evaluates Uzbek music in its own right. The second, however, 
recounts the Russo-Soviet influences after the 1917 revolution. Evaluating the richness 
of Uzbek musical traditions, Dickens writes: 
The music of any culture is a complex combination of several different 
factors. The first of these is the original, indigenous music of the area, that 
which had developed before significant contacts were made with other 
cultures. Among the Uzbeks and indeed all the Central Asian peoples, this 
level of musical development is very difficult to discern, since there has 
been so much prolonged interaction with so many other cultures. (p. 6) 
Dickens explains how the long interaction of Uzbek music with other cultures, such as 
Persian, Greek, Turkish, Mongolian, and later Russian, through trade or migration led to 
new cultural ideas and musical characteristics being reflected in Uzbek art, music, and 
                                               
1 Traditional Uzbek instruments originally had a microtonal tuning that did not 
correspond to the Western chromatic scale. (Dickens, 1989, p. 7). 
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literature. In his words, the many different ethnic threads interwoven into the Uzbek 
nation over the centuries resulted in a “rich multi-layered tapestry” (pp. 5–6).  
Dickens (1989) discusses many of the influences on Uzbek music, the most significant 
of which came from the Middle East by way of shared Islamic cultural elements. He 
notes many commonalities between Middle Eastern and Central Asian music: 
The basic instrument types (including their names) are very similar to those 
found elsewhere in the Islamic cultural basin. Furthermore, the microtonal 
structure of the instruments, and hence the music played on them, as well as 
the vocal accompaniment, is fairly uniform throughout the Middle East …. 
The prevalence of minor keys and Middle Eastern scales often gives the 
music a reflective, haunting, melancholic atmosphere. (p. 7) 
Finally, a large portion of Dickens’ paper describes the influence of Soviet Russia on 
the formation of Uzbek musical culture. During the 19th century, most of Central Asia, 
including Uzbekistan, was incorporated into Russia (p. 6). This caused a significant 
clash of cultures, resulting in “the process of acculturation” (p. 6). According to 
Dickens, the rich roots and traditions of Uzbek musical culture that had developed and 
matured over centuries were largely abandoned by the forceful influence of Soviet 
Russia. The close and continuous contact of two cultures resulted in the replacement of 
the indigenous culture by the foreign, Western culture. In many cases, the process of 
assimilation led to the loss of essential native characteristics, such as the microtonal 
structure of traditional Uzbek instruments (p. 7). However, many changes made by the 
Soviets had positive outcomes. Before the Soviet era, for example, traditional Uzbek 
music existed in oral form (p. 8). The introduction of written notation made it possible 
to produce a transcription of the Bukharan Shashmaqom (lyrical song cycle), thus 
facilitating the wider dissemination of traditional Uzbek music. The transcription of 
music of this cycle was made by the Russian ethnographer and composer Victor 
Uspenskiy (Djumaev, 2005, p. 172). In addition, Mushel’s arrangements of fifty-five 
Uzbek folk songs for voice and piano allowed him to preserve and better understand the 
nature of Uzbek music, and to imitate its fine nuances in his compositional style 
(Pekker, 1966, p. 33). 
Jarvik’s (2005) survey provides context in both pre-independent (before and during the 
Soviet era) and post-independent (after the Soviet era) Uzbekistan. The author 
acknowledges that Uzbekistan, as part of the Soviet Union, inherited the most from 
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Soviet culture. Recommencing the work of many evacuated intellectuals, orchestras, 
theatres, and opera and ballet companies in Tashkent during World War II brought a 
new cultural experience to Uzbeks. Also, the opening of new schools, universities, 
research institutions, observatories, and conservatoriums by the Soviets improved all 
areas of life in the Uzbek nation. After the breakup of the Soviet Union in 1991, 
however, the Uzbek government attempted to remove all traces of Soviet culture, 
including the musical heritage gained during those times. In the early 1990s, the poet 
Mohammed Salikh argued that modern art developed during the Soviet era, which 
included opera, theatre, and symphony, was foreign to the Uzbek people and should not, 
therefore, be supported by the Uzbek government. However, President Karimov’s 
administration found this ideology comparable to that of the radical Islamist Taliban, 
and supported both traditional arts and modern culture. In particular, after the 1999 
bombing of Tashkent, which was found to be the responsibility of the Islamic 
Movement in Uzbekistan, interest in strengthening a secular, Soviet-type culture was 
renewed (Jarvik, 2005, pp. 270–271). 
The viewpoints presented in this literature review offer a broad picture of Uzbek 
culture, traditions, and influences, adding to an understanding of the origins of Uzbek 
music and its many styles. The review of the literature written by both insiders of the 
Soviet regime and by outsiders offers the reader a better understanding of the history of 
Uzbekistan, its music, culture, and traditions. Such understanding is essential for 
interpreting both the repertoire selected for this project and Uzbek Soviet music in 
general. 
2.3 MUSHEL AND HIS CHAMBER MUSIC  
Mushel was recognized in his own lifetime for his significant contribution to the 
establishment and growth of Uzbek Soviet music (Pekker, 1966, p. 127). However, few 
sources are dedicated exclusively to his life and work. The important studies were 
published in Russian during the Soviet period, but other material has been published in 
other languages, including English.  
The main survey of Mushel’s compositional output is that of the Soviet musicologist 
Jan Pekker, whose book, Georgi Mushel, was published in 1966. Pekker’s monograph 
contains the most comprehensive and detailed list of Mushel’s compositions written 
before 1962, and offers analysis of the most significant works across a variety of genres, 
such as symphonies, ballets, operas, cantatas, piano works, chamber music, vocal 
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compositions, and music for theatre and drama. The author also provides information on 
Mushel’s life and career, which were affected by the changing political and cultural 
circumstances, and discusses the main influences Mushel experienced in his 
development as a composer. In addition, Pekker dedicates a chapter of his book to 
Mushel’s painting skills, and offers some insightful judgments about the relationship 
between his music and visual art. 
While Pekker’s (1966) work provides a suitable foundation for exploring the life and 
musical output of Mushel, as a product of the Soviet era, it shows some preconceptions 
that prevent an objective consideration of the entire situation. Nonetheless, it remains 
useful, and is the only published source of factual information about Mushel. 
While a number of books include lengthy chapters about Mushel’s large-scale works, 
only limited sources focus on his chamber music, namely, Kamerno-instrumental’naya 
ansamblevaya muzyka Uzbekistana (Chamber Music of Uzbekistan) by T. Golovyants 
(1990); Muzykal’naya kul’tura Sovetskogo Uzbekistana: Kamerno-instrumental’naya 
muzyka (Musical Culture of Uzbekistan: Chamber Music, 1955), a collection of essays; 
Istoriya uzbekskoy sovetskoy muzyki (The History of Uzbek Soviet Music) by Vyzgo, 
Karomatov and Karelova (1972, 1973, 1991); and chapters in the aforementioned 
monograph by Pekker. 
Scholars such as Vyzgo, Karelova and Karomatov agree that Mushel occasionally 
employed Uzbek folk tunes to develop some of his compositions (mostly his early 
works); however, he developed the original material by adding harmonies and 
contrapuntal lines, and by moving intervals and chords in parallel motion (Vyzgo & 
Karomatov, 1973, p. 307). Golovyants (1990) explored Mushel’s chamber music and 
the compositional methods he used to embellish the folk tunes and found that Mushel 
did not quote any of the authentic Uzbek folk tunes literally in his chamber music 
(pp. 23−24). Instead, he chose to imitate the style of Uzbek folk music by using its 
characteristic modes, rhythm patterns (usul figures), interval relationships, and 
ornamentation (pp. 23–24). 
The main focus of the aforementioned sources is the investigation of the development of 
chamber music in Soviet Uzbekistan. The sources cover a range of composers who 
contributed to this genre, including Mushel. The studies of Mushel’s chamber music 
pieces are limited to an analysis of the score and of his musical style, with very little 
consideration given to performance aspects. The most interesting and detailed part of 
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their analysis concerns how the composer’s harmonic language combines with 
influences from both Western music and Uzbek folklore to create a unique style. 
Analysis of the score, along with an investigation of Mushel’s composing experience as 
described in these sources, is not only valuable for research into the origins of 
composers’ styles generally, but may also be of relevance to future studies by music 
research communities. 
Bukin’s performer’s notes to “Sonata for Cello and Piano by G. Mushel” (1980) is the 
only research article exclusively focussed on this piece. The main purpose of these 
notes is to reveal the technical and interpretive challenges of this sonata, and to provide 
recommendations on how to approach them. Being a cellist himself, Bukin mostly 
discusses technical issues in the cello part, such as bowing, fingering, and articulation, 
and encourages both performers (cellist and pianist) to work closely on phrasing, 
articulation, dynamics, and distribution of their emotional strengths. His article also 
features a general analysis of the structure, character, and mood of the piece. Bukin 
considers the influence of Uzbek folk music (motives and rhythms) as inspiring the 
musical character associated with the sounds of traditional Uzbek instruments, Uzbek 
tunes, or movements in Uzbek dances. The article does not, however, provide extensive 
information on the origins of Uzbek elements and how they could be interpreted in the 
piece. 
2.4 OTHER RESEARCH CONDUCTED IN THIS AREA 
Databases in the Russian State Library (RSL) in Moscow and the National Library of 
Russia (NLR) in St Petersburg contain works by both Uzbek and Western scholars on 
the history of Uzbek musical culture and its development during Soviet and post-Soviet 
periods. Despite an increased interest in Uzbek music, musicologists and performers 
have devoted little attention to the chamber music repertoire of Uzbek Soviet 
composers, particularly Mushel’s chamber works. The destruction of Soviet cultural 
property by the independent Uzbek government (see 1.2 and 1.3) has also become an 
obstacle to disseminating Mushel’s music. 
2.5 THE RECORDINGS AND OTHER VIDEO MATERIALS 
Audio recordings, video materials, and other documentaries have also been reviewed for 
this research. Existing recordings have been collected through internet sources such as 
YouTube, iTunes, Effigyrecords, Discogs, and Melodlist. A search for Mushel’s works 
on YouTube shows that his pieces for organ and piano are among the most recorded of 
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his compositions. Mushel’s Toccata for Organ has attracted many different organists 
from around the world for its unique style, which combines elements of both Western 
and Uzbek traditions (Kuznetsova, 1974, p. 19). Noteworthy performances available 
through these sources include those by Marie-Agnès Grall-Menet (France), Diane Bish 
(Hungary), Richard Elliot (USA), Dr Jeremy Peterman (USA), Gabriel Isenberg 
(Germany), and Arthur Koopman (Netherlands). Mushel’s name is, perhaps, better 
known among the organ music community. Most of his piano compositions, however, 
have been performed by Soviet artists Igor Aptekarev (see, for example, Golovânc, 
1990, p. 42; Pekker, 1966, p. 83) and Rudolf Kerer, to whom Mushel dedicated the 
second edition of his second piano concerto (Vyzgo, 1970, p. 210).  
Mushel’s Sonata for Cello and Piano (one of two works examined in this study) was 
officially recorded by Soviet musicians in 1958 on the Melodiya label, the state Soviet 
recording company. Accessing the vinyl record has proven difficult; currently, the only 
accessible recording of this piece is the video of my own performance recorded at State 
Conservatory of Uzbekistan with cellist Renat Yusupov in 1997. No accessible 
recordings of the other work examined in this study—the Sonatine for Flute and 
Piano—have been discovered. 
2.6 SUMMARY AND CONCLUSION 
This review of the existing literature has provided contextual knowledge about Uzbek 
culture, Uzbek music, and Soviet influences. It has verified that Uzbek music is 
sophisticated, and has developed over centuries. Musical traditions, genres, and styles 
inherited from different cultures (Greek, Arabian, Persian, Turkic, Chinese, Indian, 
Mongol, and others) made Uzbek music multi-layered and complex.  
This literature review has also demonstrated that both Soviet and Western scholars have 
developed a great interest in the history of Uzbek music. Soviet musicologists have 
mainly investigated the roots and traditions of Uzbek musical culture, and the influence 
of Russian composers and musicians. Many of the studies appear politically motivated, 
telling just one side of the story. Western researchers, however, have been more critical, 
providing a broader picture of the consequences of Soviet influence in Uzbekistan 
before and after independence.  
Pekker’s (1966) monograph, dedicated to Mushel’s life and works, was published 
during the composer’s lifetime. Although showing obvious biases, it is a useful, and 
perhaps only, source of factual information about the composer. Data collected from 
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different sources shows the paucity of material written about the composer’s chamber 
music, and of the number of recordings of his music.  
While Soviet scholars (for example, Pekker, 1966; Vyzgo, 1970; Vyzgo et al., 1972; 
Vyzgo & Karomatov, 1973; Solomonova, 1979; Golovyants, 1990; and Karelova, 1991) 
claim that Uzbek folk music had a strong influence on Mushel’s style, their studies are 
limited to explanations of the contextual origins of his music and analysis of scores. 
There is a dearth of research concerning the performance and interpretation of Uzbek 
elements in Mushel’s chamber works. The following research questions have been 
developed to address these knowledge gaps: 
1. What contextual knowledge—especially knowledge concerning Mushel and his 
musical style, Uzbek culture, Uzbek folk music, and Soviet influences—is 
required to create a platform for interpreting the repertoire selected in this study 
and other Uzbek Soviet music more generally? 
2. What performative elements or nuances from Uzbek folk music do performers 
need that are not represented in the score? 
3. How do they acquire these performative elements or nuances? 
Subsequent analysis will provide answers to these questions. 
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CHAPTER 3: METHODOLOGY AND CONCEPTUAL 
FRAMEWORK 
3.1 OVERVIEW 
While Chapter 2 provided an initial review of the literature for the purpose of 
identifying gaps in the knowledge, this chapter presents the research methods regarded 
as the most appropriate for investigating the questions developed from the review. To 
answer the research questions, I used a pluralistic approach that incorporates 
musicological and practice-based methods. Resembling the iterative cyclic web model 
that “accommodates practice-led research and research-led practice, creative work and 
basic research” (Smith & Dean, 2009, p. 19), this project falls within the realm of 
artistic research. This means that art practice is at the centre of the research; it is both 
the object and subject of the research, emphasising an outcome that contributes to the 
development of musical art in the form of a recorded performance. 
3.2 VALIDITY AND STRENGTH OF ARTISTIC RESEARCH 
To evaluate and justify why artistic research has been considered the most suitable 
approach for this project, I investigated the concept and components of artistic research. 
Terms such as practice-led research refer broadly to an approach that has been 
developed by creative practitioners to understand, explain, and substantiate the 
importance of their work in the wider context of generating knowledge (Smith & Dean, 
2009, pp. 2–3). In the last two or three decades, artistic practice as a potential form of 
research has been gaining momentum. Scholars such as Bowen  (1996), Rink (1995, 
2002, 2004), Haseman (2006), Borgdorff (2006, 2010, 2012), and Smith and Dean 
(2009) have conducted in-depth studies on the role and importance of creative work 
within the higher education environment and its relationship to research practices, and 
regarded artistic research a valid and important form of knowledge production.  
Various terms and expressions have been used in the literature to define aspects of 
artistic research. The most common of these include practice-based research, practice-
led research, creative research, or practice as research (Borgdorff, 2006, p. 5). 
According to Borgdorff, “Practice-based research is a collective notion that may cover 
any form of practice-oriented research in the arts” (p. 5).  
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Exploring the terms related to artistic research, Borgdorff, in his essay The Debate on 
Research in the Arts (2006), highlights the term practice as research as the most 
explicit term that articulates “the direct intertwinement of research and practice” (p. 7) 
Additionally, he specifies artistic practice as being an essential component of both the 
research process and the research outcome, and notes that there is no fundamental 
separation between theory and practice in the arts (pp. 6-7). This means that art practice 
is the subject matter, the method, the context, and the outcome of artistic research 
(pp. 10). The distinction of artistic research from other scholarly research, according to 
Borgdorff, is that research in the arts is normally performed by artists. In artistic 
research, however, the researcher is both a participant and an observer (pp. 16-17). 
Researchers use both “experimental and hermeneutic methods” (p. 18) to articulate the 
tacit knowledge that is situated in specific artworks and artistic processes. Summarising 
all the components of research in the arts, Borgdorff offered the following 
characterisation: “Art practice—both the art object and the creative process—embodies 
situated, tacit knowledge that can be revealed and articulated by means of 
experimentation and interpretation” (p. 18). Studying Borgdorff’s work, I recognised 
the validity and strength of a practice-based concept as the most fitting method for my 
own research—a method that enabled me to present a case that would be accessible in 
the academic domain. 
Applying the parameters of artistic research established by Borgdorff in his later work, 
The Conflict of the Faculties (2012), as criteria, I examined the interpretation of 
elements of Uzbek folklore in the chamber music repertoire of Georgi Mushel. My goal 
was to broaden and deepen the knowledge and understanding of Mushel’s music in 
particular, and Uzbek music in general. Beginning with questions that were relevant to 
the research context, I provided a review of the available literature, detecting gaps and 
narrowness in the knowledge. The review brought to light the lack of research about the 
performance and interpretation of Uzbek elements in Mushel’s chamber works. 
To investigate the questions and collect data, I employed various practice-based and 
musicological methods (see Section 3.3.2). Some of these were more systematic and 
included reviewing the material related to the research topic, analysing scores, studying 
Mushel’s musical style and influences, discussing aspects with colleagues, and critically 
reflecting on the process. Other methods were spontaneous and experimental. These 
included listening to traditional Uzbek music, distinguishing its fine nuances, and 
experimenting with newly acquired knowledge about special performance techniques. 
Most importantly, my own history and practice as the artist of “making and playing” 
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(Borgdorff, 2012, p. 123), in other words rehearsing, creating, interpreting, and 
performing music, has been essential to the research process.  
Taking Mushel’s Sonatine for Flute and Piano (1948) and Sonata for Cello and Piano 
(1951) as case studies, I have developed suggestions for interpretation that have 
emerged from their examination. The process, the findings, and the outcomes of this 
research have been documented and expressed in two ways: as a written exegesis, and 
as a recorded live performance. 
3.3 ITERATIVE CYCLIC WEB AS A MODEL  
Smith and Dean (2009), like Borgdorff, see the two domains of art and academia as 
“interconnected in ways which are very complex” (p. 8). In their book, Practice-led 
Research, Research-led Practice in the Creative Arts (2009), they discuss how creative 
practice can transform academic research, and how academic research can positively 
impact on creative practice. For Smith and Dean, practice as research is best interpreted 
as a “creative practice that includes not only the artwork but also the surrounding 
theorisation and documentations” (p. 5), suggesting that not only research processes can 
generate knowledge, but so too can sonic or visual artworks, albeit in non-verbal terms 
(p. 3). They argue that “practice-led research and research-led practice are creating not 
only new forms of research and creative work, but also a significant body of knowledge 
about creative processes” (p. 9). Therefore, practice-led research and research-led 
practice might not be seen as isolated methods, but as “interwoven in an iterative cyclic 
web” (p. 2). This was illustrated by the authors in their model of creative arts and 
research processes (see Figure 1). 
According to the authors, their “model of creative and research processes … 
accommodates practice-led research and research-led practice, creative work and basic 
research” (Smith & Dean, 2009, p. 19), where “a creative or research process may start 
at any point on the large cycle illustrated and move, spider-like, to any other”. In 
addition, they emphasise that iteration is fundamental to both creative and research 
processes, particularly with regard to the sub-cycles and the larger cycles (p. 19). Smith 
and Dean’s investigation has been of particular interest to this study, and their iterative 
cyclic web model has been perceived as a framework for my own research.  
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3.3.1 Main Categories of the Research 
Resembling the larger cycles of the iterative cyclic web (Smith & Dean, 2009), this 
project incorporated the following categories of research: 
1. Academic research into the history of Uzbek music, the history of Uzbek Soviet 
music, the composer Georgi Mushel, and his musical style. More specific areas 
included:  
a) key factors involved in the formation of Uzbek musical culture and 
influences; and the historical background of political and cultural 
circumstances surrounding the development of Uzbek Soviet music; 
b) Mushel’s biographical information, including his education and career; 
an exploration of his musical style: his main musical influences, 
especially the influences of the Uzbek folk music; and 
c) Uzbek folk music, traditional Uzbek instruments, and specific 
performance practices. 
Figure 1: A model of creative arts and research processes: The iterative cyclic web of 
practice-led research and research-led practice (Smith & Dean, 2009, p. 20; reprinted 
with permission). 
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2. Practice-led research (practice as research) that incorporated the author’s 
creative processes involved:  
a) rehearsals as the principal research activity; and 
b) autoethnographic reflection for generating research insights documented 
in the form of case studies, and recommendations for the interpretation 
of the works in question, driven from the author’s personal experience. 
3. Research-led practice that included an application of theories and new 
performance techniques, resulting in a performance that incorporates and 
expresses both the scholarly and artistic goals of the project, to provide a better 
understanding of the chosen repertoire.  
3.3.2 Methods  
The aforementioned categories of the research process belong to the larger cycles of 
Smith and Dean’s (2009) model, whereas the following variation of methods that have 
been employed to advance the process can be associated with the smaller cycles of the 
web: 
• Artistic practice—the practice of creating and performing as a method to 
generate information (Borgdorff, 2010, pp. 45–46). Central to the research, the 
process has often been experimental, allowing my colleagues (a flautist and 
cellist who were invited to form duets for my chamber recital) and I to 
experiment with the musical parameters such as tempo, rhythm, pedalling, 
articulation, phrasing, and dynamics. Rehearsals became a main stream of data 
collection; they were audio-visually recorded, and documented through note-
taking in a rehearsal journal for further reflection on practice. 
• A review of the practice through critical reflection, exploration, and evaluation 
of what worked and what did not, and documentation of this as a part of the 
research results.  
• The identification of what can be done (further opportunities) and 
implementation of an action for improvement of interpretation. This involved 
studying and listening to some Uzbek folk tunes to train the ‘inner ear’ to detect 
and articulate the specific nuances of the chosen repertoire; and the development 
and application of new performance techniques. Collecting such information has 
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allowed for greater understanding of specific performance practices that are 
beyond the score.  
• Traditional score analysis, historical enquiries, and Rink’s (2002, p. 36) 
techniques of performer’s analysis, including analysing melodic shape and 
essential motifs/ideas, preparing a rhythmic reduction, and re-notating the score, 
have been employed to gather further insights, and to build more informed 
interpretations.  
• Autobiographical narrative: my own background and personal experiences of 
and relationship to Uzbek music, and how these contribute to the research. 
• Regular public performances of the chosen repertoire with other similar 
culturally-remote music to gather evidence of public reception. The concerts 
have been recorded for the purpose of analysing any adjustments made on the 
spot to the sound, or any spontaneous interpretive decisions made during the 
performances that may lead to new discoveries. 
While these methods have been presented in this section as a general observation, the 
ways in which they served the research will become clear through the rehearsal process 
overview in Chapter 6 and the case studies in Chapter 7. 
3.4 SUMMARY 
In summary, this project’s methodology has been framed by the iterative cyclic web 
model discussed above (see Figure 1) that shows how academic research, practice-led 
research, and research-led practice interrelate in a dynamic research process. Falling 
into the realm of artistic research, it began with questions related to the research 
context, and used various practice-based and musicological methods to investigate the 
topic. In addition, my own experience and knowledge of Uzbek music became a key 
part of this practice-led process in developing recommendations for performance and 
interpretation of the chosen repertoire. The process of practice (Section 6.1) and 
reflections on performance have been documented and presented in two case studies 
(Chapter 7). The findings and outcomes from the research have been expressed in two 
ways: as a written exegesis, and as a recorded live performance that “performs” the 
informed interpretation, filtered through my artistic prerogatives containing tacit 
knowledge. A specific outcome of the project is that performers can use this 
information to better understand Mushel’s works and other Uzbek art music. More 
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broadly, this exegesis has endeavoured to expand understanding of the problems posed 
for musicians learning an unfamiliar repertoire in the context of culturally remote music 
(Uzbek chamber music) as well as to shed light on available solutions. 
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CHAPTER 4: GEORGI MUSHEL 
4.1 INTRODUCTION 
This chapter provides a biographical overview of the composer Georgi Mushel 
(1909-1989), whose chamber music is the focus of this study. The first two chapters 
introduced Mushel and his musical output through a review of the available literature. 
This chapter summarises Mushel’s compositional style and influences, and expands the 
investigation and examination of these. It offers a historical observation of Mushel’s 
musical style, exploring the main influences, especially the influences of Uzbek 
folklore. It also includes the composer’s biographical information, focussing on his 
education and career. The chapter concludes with my reflections on the interpretation of 
Uzbek folk elements in Mushel’s music.  
4.2 BRIEF BIOGRAPHY AND MUSICAL STYLE 
Russian composer Georgi Mushel was a graduate of the Moscow State Conservatory, 
and lived and worked in Uzbekistan for over fifty years (Kuznetsova, 1974, p. 4). 
Mushel’s musical style is a complex combination of both Uzbek folklore and the 
traditions of European musical practice (Vyzgo & Karomatov, 1973, p. 330). The 
composer’s relocation to Uzbekistan and his life among Uzbek people greatly 
influenced his musical language; in Uzbekistan, he composed many musical 
masterpieces that incorporate elements of Uzbek folk music (Vyzgo, 1970, p. 205). 
Mushel’s development of Uzbek classical music and his contribution to Uzbek musical 
art earned him the title of Uzbek Soviet composer, founder of Uzbek musical art 
(Nikolenko, 2012). Among his contributions to the development of Uzbek music are his 
first Uzbek symphony (1937), opera (1941, in collaboration with Victor Uspenskiy), 
and ballet (1952).  Thus, Mushel’s musical talent and skills determined the future 
development of Uzbek music (Nikolenko, 2012).  
Georgi Mushel was born on 29 July 1909 in Tambov, Russia, where he spent his 
childhood and youth. Playing music was enjoyed by the whole family: his father played 
the balalaika, guitar, and mandolin, and his mother played the piano and had a beautiful 
soprano voice (Pekker, 1966, p. 5). Mushel started his regular piano lessons at the age 
of twelve, and by the age of thirteen he had composed his first piano pieces: Pesnya 
[Song], Rakushki [Seashells], Burya [Storm], and Rassvet [Sunrise] (Pekker, 1966, 
pp. 7–8). 
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In 1930, Mushel was accepted into the Moscow State Conservatory where he studied 
composition with the Soviet composer Nikolai Myaskovsky, and later with Mikhail 
Gnessin (Pekker, 1966, p. 9). In the conservatorium, Mushel also continued his piano 
lessons with the gifted pianist Lev Oborin. Under Oborin’s direction, Mushel studied a 
range of piano repertoire in various styles and genres, which opened up new artistic 
horizons for the young composer (pp. 10–13). 
During his years at the Moscow State Conservatory, Mushel was attracted to the music 
of impressionist composers; he studied and performed the complete collection of works 
by Ravel and Debussy, which were available in the conservatorium library (Vyzgo, 
1970, p. 205). Deeply influenced by Debussy’s orchestral works, Mushel created 
Romance for chamber ensemble (for solo violin, clarinet, and cello, accompanied by 
two violins, bassoon, double bass, and piano), and later in 1945, Chamber Suite, for two 
violins, viola, cello, and piano, in memory of Maurice Ravel, his favourite composer 
(Pekker, 1966, p. 61). Mushel’s harmonic language, therefore, points to impressionistic 
influences, especially the use of parallel motion of chords (including triads, sevenths 
and ninths), neutral chords, and the presence of tone clusters (Vyzgo, 1970, p. 223).  
Later, the composer’s interest was drawn to the music of Honegger, Poulenc, 
Hindemith, and Prokofiev, particularly to the latter’s piano style (p. 205). Thus, 
Mushel’s dynamic and ‘explosive’ climaxes (evident in both pieces under examination 
here), his tendency to combine simplicity and complexity within one movement, and his 
optimistic attitude, which overshadows the sharp, negative ‘colours’ of life, reflect 
Prokofiev’s musical style (pp. 217, 222). 
One of the most evident characteristics of Mushel’s musical style was his connection 
with Uzbek folklore (Pekker, 1966, p. 55). In 1936, upon graduating from the Moscow 
State Conservatory, Mushel received an invitation to teach at the newly opened State 
Conservatory of Uzbekistan. He accepted the offer and moved to Uzbekistan in the 
summer (p. 18). Remembering his first impressions of Uzbek nature, Mushel wrote: 
“I was literally amazed and delighted by the warm, sunny, and characteristic colours of 
Uzbekistan, which had so much variety, and which differed from the usual colours of 
Central Russia” (p. 18). 
Tashkent, as with many other cities of Central Asia, has two parts: the ‘new’ town, and 
the ‘old’ town. The latter attracted the composer with its old, traditional Eastern 
architecture; its long, winding narrow streets; and the graceful towers of the minarets. 
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He loved walking around and observing the life of ordinary Uzbeks. Sometimes, when 
passing a wedding procession, the composer would stop and listen to the unusual, 
mesmerising sounds of a sunray (Uzbek oboe) and doira (Uzbek tambourine). After a 
hot day, Mushel would occasionally visit an Uzbek chaykhana (tea house) and indulge 
himself with a piala (Chinese cup) of Uzbek kok-choi (green tea) while listening to the 
local khaphiz (artist) singing and playing a dutar (long-necked lute). Slowly, Mushel 
acquainted himself with the traditional culture of Uzbek people (Pekker, 1966, p. 19). 
These early experiences had pivotal influences on Mushel’s compositional style. 
At the State Conservatory of Uzbekistan Mushel taught harmony and polyphony. 
Besides teaching, composing, and performing, much of his time was spent in studying 
and comprehending Uzbek folk music, particularly its unusual melodic and rhythmic 
character  (Pekker, 1966, p. 20). Mushel formed friendships with many Uzbek folk 
musicians, such as Tashmukhamedov, Shaumarov, Djalilov, and Radjabi, who were 
particularly influential on his understanding of the folk song genre (p. 20). Mushel also 
collaborated with the ethnographer and composer Victor Uspenskiy on several 
composing and arranging projects; for example, they worked together on the second 
edition of Uspenskiy’s music drama Farkhad and Shirin, a project that gave Mushel a 
deeper understanding of the characteristics of Uzbek music (pp. 21–24). Twenty years 
later, Mushel reworked this drama into the first Uzbek opera (p. 27). 
The 1940s and 1950s were productive years in Mushel’s composing career. He started 
by arranging fifty-five Uzbek folk songs, and then composed a number of pieces in 
different genres, including two symphonies (Nos 2 and 3), six piano concertos, a cantata 
for soloists, choir, and orchestra, chamber music pieces, a violin concerto, piano and 
organ works, and many romances and songs (Pekker, 1966, pp. 32–33, 128–131). While 
many of these pieces could be of interest to the wider musical community, for this 
research I have chosen to focus on two of Mushel’s chamber works. 
Mushel was among the first Uzbek Soviet composers to introduce the European genre 
of chamber music (here referring to pieces written for Western instruments such as the 
piano, violin, and cello) to Uzbek musical art. He created a number of pieces for 
different combinations of instruments (Pekker, 1966, pp. 53, 55), including Five Pieces 
on Uzbek Folk Melodies for violin, cello, and piano (1942); two Suites for violin and 
piano Akvareli (1942) and Gazali (1946); Chamber Suite for piano quintet in memory 
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of Ravel (1945); Sonatine for flute and piano (1948); Sonata for cello and piano (1951); 
and Sonata for violin and piano (1952; and see Pekker, 1966, pp. 129–130)2.  
4.3 INFLUENCES OF UZBEK MUSIC 
Vyzgo, a scholar of Uzbek soviet music, states that Mushel’s arrangements of fifty-five 
Uzbek folk songs for voice and piano, commissioned by the Tashkent Institute of Arts 
in 1940, became his true creative ‘laboratory’ in which he experimented and discovered 
more about the nature of Uzbek folk music (Vyzgo, 1970, p. 206).  
Because Uzbek tunes are based on modes (Aeolian, Dorian, Phrygian, and Mixolydian), 
a careful selection of harmonies was required to preserve their originality and enhance 
their modal features (Pekker, 1966, p. 32). Mushel found it best to use mostly major and 
minor chord progressions, which led to some interesting choices, such as the use of the 
major subdominant and a major triad on the seventh degree of tunes in Dorian or 
Mixolydian modes, and the use of a major chord to harmonise the second degree of 
songs based on the Phrygian mode (pp. 32–33). To achieve a fuller texture in his 
arrangements, Mushel also created a variety of rhythmic configurations associated with 
patterns of the Uzbek doira, made extensive use of an ostinato bass that imitated 
different Uzbek usul figures (rhythmic structures of various characters and 
constitutions, sometimes called “rhythmic formulas”; Karomatov & al, 1983, p. 16), 
and, in some instances, added countermelodies  (Pekker, 1966, pp. 32–33). Pekker 
regards the arrangement of fifty-five Uzbek folk songs to be the foundation of Mushel’s 
harmonic language that closely reflects the style of Uzbek music (p. 33). The examples 
of these practices are demonstrated and discussed in the case studies (see Chapter 7). 
While Mushel’s earlier pieces (written in the late 1930s and early 1940s) mostly 
contained quotations of popular Uzbek folk tunes, his later compositions were based on 
his own melodies, yet reflected the style of Uzbek music by using its characteristic 
modes and interval relationships (Solomonova, 1979, p. 158). Mushel’s constant 
exploration of Uzbek national music and his thorough examination of its melodic and 
rhythmic nature resulted in specific compositional techniques that became key features 
of his compositional style: parallel motion of intervals of a fourth and fifth, imitating 
the sounds of dutar music, various rhythmic ostinati associated with the patterns of the 
                                               
2 The last three pieces are included in the recital program. 
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Uzbek usul of the nagora (kettle-drum) and doira (Uzbek tambourine), and use of poly-
modes (Vyzgo, 1970, pp. 206–212). To obscure tonal clarity, the composer often 
employed seventh and ninth chords; and to reflect the descending structures of Uzbek 
melodies, he favoured the chords of the subdominant group in closing cadences 
(Kuznetsova, 1974, pp. 8–9). 
Mushel’s melodic language is diverse: some of his melodies are written in the style of 
European Romanticism, and some are reminiscent of the vocal traditions of Russian 
composers such as Borodin and Mussorgsky; however, most of them are profoundly 
influenced by Uzbek folk music (Vyzgo, 1970, p. 224). Ultimately, the intricate 
combination of both European/Russian and Uzbek musical traditions is the main 
characteristic of Mushel’s musical style  (Vyzgo & Karomatov, 1973, p. 330). 
4.4 REFLECTIONS ON THE INTERPRETATION OF MUSHEL’S MUSIC 
According to information drawn from numerous sources—for example, the history of 
Uzbek Soviet music (Vyzgo, 1970, p. 205−206), research by the Soviet scholars (see, 
for example, Pekker, 1966, p. 19−20), Mushel’s colleagues at the State Conservatory of 
Uzbekistan such as Akbarov, Burkhanov, Tadjiev, Gienko, and Bukin (personal 
communications, 1986−2002) and Radjabi, Djalilov, Tashmukhamedov, Mironov, 
Romanovskaya, and Uspenskiy (Pekker, 1966, p. 19−21)—Mushel’s life as a composer 
for more than fifty years was ultimately dedicated to the Uzbek people and their musical 
heritage. Mushel was married to an Uzbek woman, he collected Uzbek folklore, he 
studied Uzbek music, he arranged Uzbek tunes for classical instruments (piano, violin, 
and cello), and he created pieces in a variety of genres that echoed the style of Uzbek 
music. He immersed himself in Uzbek culture and, ultimately, his creative thought and 
expression were Uzbek. Awareness of this is important for performers taking their first 
steps towards an interpretation of Mushel’s music if they hope to fully express Mushel’s 
heart, mind, and soul as an authentic Uzbek artist. 
My educational background and my knowledge of Uzbek music have given me the 
confidence to look at his compositions as an insider, as a native expert. They have also 
allowed me to illuminate fine nuances of Uzbek elements in Mushel’s chamber music 
that are beyond the score. According to Dalen (2016), “A score contains only a fraction 
of the information necessary to perform music correctly, and the meaning of this 
information changes according to the time and place of composition. When we take into 
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account a maximum of elements of the historical context of a piece of music, we 
understand and, ideally, perform it better” (para. 11). 
Given that many contextual elements are not embedded in the score, the interpretation 
of Mushel’s chamber repertoire offered in this exegesis differs significantly from the 
interpretation suggested by G. Vasil’ev, the editor of Mushel’s Sonata for Cello and 
Piano (1955), the performance of Mushel’s Sonata for Violin and Piano by Afanasyeva 
(piano) and Antipenko (violin) published on YouTube in 2013 (Afanasyeva & 
Antipenko, 2013), and my earlier interpretation of Mushel’s Sonata for Cello and Piano 
made over twenty years ago (see Section 7.3).  
Interpretive decisions discussed in the case studies are not only based on my own 
experience and knowledge of Uzbek music, but are also informed by an investigation of 
Uzbek music, its history and traditions, and performance practices. This research, 
therefore, contributes to the discourse around broader performance practices, and 
expands the boundaries of what is broadly defined as historically informed performance 
by exploring Soviet art music in the mid-20th century, in particular Central Asian 
(Uzbek) traditions. 
4.5 SUMMARY 
Through a brief overview of Georgi Mushel’s biography, education, and career, this 
chapter mainly investigated the influences under which Mushel’s musical style was 
formed. It demonstrated that his musical language is a complex combination of both 
Western/Soviet and Uzbek traditions. However, it placed special emphasis on the 
influence of Uzbek folklore.  
Mushel’s life among Uzbek people for over fifty years greatly influenced his musical 
style; in Uzbekistan, he created masterpieces that are associated with the elements of 
Uzbek folk music. Studies conducted by Soviet scholars Vyzgo, Karomatov, 
Solomonova, and Pekker found Mushel’s melodic language to be diverse: some of his 
melodies are written in the style of European Romanticism, some are reminiscent of the 
vocal traditions of Russian composers such as Borodin and Mussorgsky; however, most 
of them are strongly influenced by Uzbek folk music. Ultimately, the intricate 
combination of both European/Russian and Uzbek musical traditions is the main 
characteristic of Mushel’s style of music. Driven by an investigation of the traditions 
and performance practices of Uzbek folk music, this chapter concluded with my 
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personal reflections on the significance of Uzbek folk elements and nuances when 
interpreting Mushel’s music. 
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CHAPTER 5: UZBEK TRADITIONAL MUSIC 
5.1 INTRODUCTION 
This chapter expands the discussion of aspects of Uzbek folk music, its traditional 
instruments, and specific performance practices beyond the historical background 
discussed above. It provides broader contextual knowledge of Uzbek culture and music, 
which can assist in interpreting both the chosen repertoire and other Uzbek Soviet 
music. Such knowledge provides clarity to the suggestions for interpreting elements of 
Uzbek music that are reflected in Mushel’s chamber pieces. 
5.2 FOLK MUSIC 
The musical heritage of the Uzbek people is exhibited in their national folklore and 
professional art music, and includes a variety of vocal and instrumental genres 
(Solomonova, 1979, p. 28). Folk songs include the tunes that are connected to everyday 
life such as lullabies, lyric songs of love, meditation, humour, nature, work songs, 
children’s songs, and songs that are performed on special occasions, such as wedding 
songs, funeral laments, ritual songs, historical narrative songs, songs of social protest, 
and epic songs (Karomatov & Slobin, 1972, p. 48; Dickens, 1989, p. 17). These songs 
are generally diatonic and contain simple but expressive melodic lines and unique 
metro-rhythmic qualities. 
The main characteristic of Uzbek music is that the tunes are based on natural modes and 
combinations of them; these modes correspond in structure to European modes: Ionian, 
Aeolian, Dorian, Phrygian, and Mixolydian (Solomonova, 1979, p. 38). However, the 
ways of sounding and interpreting these modes in Uzbek music differs from European 
traditions, as expressed through nuances of performance (Kuznetsova, 1974, p. 7); vocal 
performances of Uzbek folk tunes, for example, include “whistling, shouts, spasmodic 
inhaling, sighs, sustained vibrato notes, shrill singing in the upper register of the voice, 
singing with the mouth closed, singing extremely low tones on the syllable ‘gu’, and 
singing which resembles a flute” (Dickens, 1989, p. 8). In addition, Uzbek songs are 
melismatic, and contain numerous trills, mordents, and other melodic ornaments. 
The melodic lines of tunes, especially lyrical tunes, are elegant and flowing, shaped 
predominantly in ascending-descending or descending structures, which means that 
most of tunes end on the lower tonic (Solomonova, 1979, p. 38). Melodic intervals vary 
between small intervals of a third or fourth, and a compound third or larger; melodic 
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lines move mostly stepwise with occasional leaps of a fourth, fifth, or octave; and 
ascending leaps followed by long descending stepwise patterns bring balance and 
closure to the melody (Babaev, Vyzgo, & Yakovlev, 1955, p. 40). Rhythms are often 
syncopated and may include the alternation of different metres that correspond to the 
Western non-isochronous metres such as 5/4, 5/8, 7/8 and more familiar metres such as 
2/4, 3/4, 4/4, 3/8 or 6/8. It should be noted that before the Soviets introduced the 
Western system of notation, music was passed down orally from teacher to pupil 
(Dickens, 1989, pp. 8, 17). Russian ethnographers and composers, led by Victor 
Uspenskiy, subsequently made transcriptions of Uzbek music (Solomonova, 1979, 
p. 66). 
5.3 TRADITIONAL INSTRUMENTS 
The variety of indigenous instruments adds to the diversity of Uzbek folk music. 
Traditionally the instruments were made of wood and covered with animal skin (the 
gijjak, a fiddle), cane or reed, and copper or brass (the karnay, a six-and-a-half or eight-
foot-long horn) (Dickens, 1989, p. 11). Instruments such as the nay (Uzbek flute), gijjak 
(fiddle), and sunray (similar to an oboe) play both solo and ensemble pieces where the 
tanbur, dutar, rubab (long-necked lutes), nagora, and doira are used to accompany 
singing and dancing at weddings, festivals, celebrations, and traditional rituals and 
customs (p. 17). 
The common solo instruments, the dombra and dutar (long-necked lutes), are often 
played in chaykhanas (teahouses); sometimes one or two singers join to form a group, 
and a skilled doira player provides rhythmical support (pp. 10, 17). The voice line is 
often doubled by a string or wind instrument in unison (p. 8). 
Aside from the dombra and dutar, which can play drones, traditional Uzbek music is 
monophonic (Solomonova, 1979, p. 38). Due to the microtonal tuning structure of the 
instruments, music was performed as a solo or in a small ensemble, with melodic lines 
developed through variations, sequences, and motivic elaborations (p. 38). Traditional 
instruments existed in their original forms for centuries until the Soviets began 
reconstructing them (Dickens, 1989, p. 11). Reconstruction involved adjusting the 
tuning to accord with the Western equal tempered scale, thus facilitating the growth of 
larger ensembles—reflecting the Soviet policy of collectivisation in all areas of life. In 
some cases, however, this change led to a loss of indigenous characteristics (Karomatov 
& Slobin, 1972, p. 52). 
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Some instrumental performance practices common on traditional strings involve 
“glissando, vibrato, snapping the fingers on the soundboard of the instrument, and the 
production of trembling, wavering and whining sounds with the help of a bow” 
(Dickens, 1989, p. 8). Specific performance techniques are discussed in greater detail 
below, and audio-visual examples are provided. 
5.4 PROFESSIONAL ART MUSIC 
In contrast to folk music, Uzbek art music was generally studied and performed by 
professionally trained musicians (Dickens, 1989, p. 18). The absence of a written music 
notation meant that, in order for a pupil to become professional, he3 needed to devote 
seven to ten years with his teacher, orally learning a large number of musical items  
(Solomonova, 1979, p. 39). After completing the course he was considered professional 
and could choose either to join the corporation of artists for street/market shows, 
accompanying tightrope walkers and puppeteers, or to be hired as a musician at the 
Emir’s court.  
Genres of professional art music include katta ashula (large songs), cycles of dance 
songs, instrumental melodies, and complex usul structures (Karomatov & Slobin, 1972, 
p. 50). However, the main heritage of Uzbeks in the area of professional music is the 
maqam (plural, maqamat) and Shashmaqam (a set of six maqams), lyrical song cycles 
that include both vocal and instrumental pieces (p. 48). Instrumental pieces are the most 
important component of maqamat as they hold the cycle together (Eshankulov, 2016, 
p. 3). They are complicated in form and structure, and contain highly developed 
melodies covering a range of more than two octaves (Karomatov & Slobin, 1972, 
p. 48). Elaborate melodic lines are supported by imaginative combinations of rhythm 
patterns on percussion (known as usul), and require special training and refined skills to 
perform them (Solomonova, 1979, pp. 39–40). 
Usul figures are normally played on the doira by combining two different sounds: bum 
(pronounced boom)—associated with a relatively low sound produced by hitting in the 
middle of the doira—and bak—associated with a relatively high sound that is produced 
by hitting at the edge (Karomatov, Djijiak, Levin, & Slobin, 1983, p. 17). In modern 
scores, the usul is notated on one line, with the low sound (bum) indicated under the 
                                               
3 Professional Art Music was generally a male-dominated activity. 
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line, and the high sound (bak) above the line (Karomatov, Djijiak, Levin, & Slobin, 
1983, p. 18; and see Ex. 1). These two sounds are separated by an interval of about a 
fourth; however, the phonetic description of bum and bak inadequately expresses the 
rich nuances of pitch and timbre that these sounds contain. 
 
 
 
 
Ex. 1: Examples of the most common usul patterns and their notation (Karomatov, 
Djijiak, Levin, & Slobin, 1983, pp. 50, 50, 37). 
The main function of the usul is to accentuate the strong beat of the bar and to provide a 
regular pulse. Every usul without exception, therefore, starts on the strong beat with an 
accent (Sultanova, 1998a, p. 14), and melodic emphasis always coincides with the 
accents of the usul on percussion (p. 15). 
The Uzbek usul is performed in a consistent and precise manner, holding the piece 
together while melodies are performed with considerable rubato (Babaev et al., 1955, 
p. 43). Like the ostinato, the usul is repeated persistently through a long section (usually 
to the end of melody) or throughout the whole piece. Usul figures often become more 
complex building up to the climax; with changing dynamics, they provide an energetic 
drive and variety through numerous repetitions of the short tune (Karomatov, Djijiak, 
Levin, & Slobin, 1983, p. 27). Different usul structures are often performed 
simultaneously on several percussion instruments to create a rhythmic counterpoint; 
such complex polyrhythms are an important characteristic of traditional Uzbek music 
(Babaev et al., 1955, p. 43). 
Inspired by the intricate rhythm patterns of Uzbek percussion, Mushel used a variety of 
usul figures associated with the Uzbek doira  (Pekker, 1966, p. 33). Therefore, 
understanding the nature of the usul is important in shaping stylistically correct 
interpretations of the two compositions discussed later in this exegesis (see Chapter 7), 
as well as of Uzbek music in general. Further discussion of Uzbek professional art 
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music, including the doira usul, is beyond the scope of this exegesis, and detailed 
information can be found in the referenced sources. 
5.5 SPECIFIC PERFORMANCE PRACTICES  
As mentioned above, traditional Uzbek music encompasses a variety of specific 
performance practices and nuances that performers need to acquire and understand in 
order to form stylistically appropriate interpretations. Some traditional performance 
aspects can be a real challenge for performers—primarily, the use of rubato, which 
allows improvisatory execution of metre and rhythm with particular freedom given to 
ornamentation, and the stylistically correct interpretation of ornaments (Gienko, 1984, 
p. 70). This section explains some of the performance techniques applied in traditional 
Uzbek music with particular attention given to ornaments. 
Ornamentation is a fundamental feature of Eastern art, including music (Gienko, 1984, 
p. 71). In Uzbek music, ornaments are an essential form of melodic embellishment, and 
are categorised as technical, vibrating, or glissando (Takhalov, 1985, p. 59). They are 
widely used in both instrumental and vocal music, and are known as kochirim, 
tolkinlatish, nolish, molish, kashish, and rez. Kochirim falls into the category of 
technical ornamentation, which includes grace notes, mordents, and trills; tolkinlatish 
and nolish are types of vibration; molish and kashish are different kinds of glissando 
used in traditional Uzbek music. 
Kochirim (grace notes, mordents, and trills) is the most common on string instruments 
(Takhalov, 1985, p. 60) There are three types of grace notes in traditional Uzbek music: 
single, known as forshlag—acciaccatura (Azizboyev, 2005, p. 15); double, known as 
qo’shforshlag—double appoggiatura, using intervals of a second, third or fourth; and 
triple, a three note appoggiatura in gijjak music, known as naxshlag (Azizboyev, 2005, 
pp. 16, 60–61). They are written using the Western notation system (see Ex. 2a); 
however, each is interpreted differently. 
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Forshlag 
 
Qo’shforshlag  
 
Naxshlag 
Interpretation of short grace notes in fast tempos, particularly in dance-like melodies, is 
almost identical to European acciaccaturas, that is, typically crushed on the beat. Grace 
notes in lyrical and flowing melodies, however, should glide smoothly to the principal 
note (see the video: Utkur Kadirov, Introduction to Uzbek Ornaments, Chapter 2 for 
Forshlag; Kadirov, 2019d: https://www.youtube.com/watch?v=SzhYkBaR7a4), and 
their performance, particularly in slow tempos, should convey the Uzbek national 
character: gliding from one note to another using glissando, causing the delay of the 
principal note and equalling the length of both (Gienko, 1984, pp. 73–74). Such 
interpretation will result in a more improvised reading of tempo and rhythm, that is, 
rubato (p. 74). The main traditional way of performing single grace notes, however, is 
to play them without an accent, gently, as a subtle hint or suggestion  (Takhalov, 1985, 
pp. 60–61). This is indicated by the plus (+) sign (see Ex. 2b) 
Ex. 2a: Example of single, double, and triple grace notes (Azizboyev, 2005, 
pp. 15–16). 
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Ex. 2b: Example of a single grace note (Takhalov, 1978, p. 230). 
In contrast, double and triple grace notes, and single and double mordents start with an 
accent falling on the first note by striking the string; the following notes are then played 
smoothly and gently using glissando. On string instruments, this often creates a 
resonating rather than melismatic effect (Takhalov, 1985, p. 60; see Ex. 2c). 
 
Ex. 2c: Examples of mordents and their performance technique (Takhalov, 1985, p. 60). 
While single grace notes are performed before the principal note, taking away from the 
value of the previous sound, double grace notes and mordents begin on the beat, taking 
away from the value of the main note (Takhalov, 1985, p. 60; and see the video: Utkur 
Kadirov, Introduction to Uzbek Ornaments, Chapter 3, for Qo’shforshlag—Kadirov, 
2019e: https://www.youtube.com/watch?v=vFsS-y4_MAc; and Chapter 4 for 
Naxshlag—Kadirov, 2019f: https://www.youtube.com/watch?v=WVo1WaBPEsA).  
The trills in Uzbek music are short, sharp, and very rhythmical, without accelerating or 
slowing down. They are played on the beat starting with an accent on the principal note 
(Takhalov, 1985, p. 61). 
Besides the grace notes that appear before the main note, traditional Uzbek music 
features closing grace notes (in tanbur music the German term nachschlag is common). 
These appear after the note to smooth the transition between notes when ending a 
phrase or musical idea. They are always performed delicately, without an accent, to 
soften the ending, thus reducing the value of the principal note (Takhalov, 1985, p. 61; 
see Ex. 2d). 
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Ex. 2d: Examples of closing grace notes (Takhalov, 1985, p. 61). 
Two types of vibration commonly used in Uzbek music are tolkinlatish and nolish. 
Tolkinlatish is a type of vibration that causes a slight variation of pitch by raising or 
lowering; it is similar to vibrato on string instruments but on traditional Uzbek 
instruments it is performed at a much more moderate pace. It does not just add warmth 
to the note but expresses the performer’s emotional state (Takhalov, 1985, pp. 61–62). It 
is used widely in both instrumental and vocal music.  
Nolish is a kind of slow vibration that causes a variation of pitch by raising it a 
semitone; it is known as wide, wavy vibrato because of its low frequency, and is used 
mainly on the nay (flute), gijjak (violin), tanbur, sato (long-necked lutes), and in 
singing (Takhalov, 1985, pp. 63–64). The main performance technique that differs 
nolish from tolkinlatish on string instruments is the gliding of the finger up and down, 
not shaking it. This can be executed either by one finger (first, second or third), or by 
two or three fingers simultaneously gliding on the string.  
Two different types of glissando in Uzbek music are presented by molish and kashish. 
Molish (smoothing), the most common ornament used in traditional Uzbek music, is a 
smooth and melodious way of joining one note with another by lightly gliding between 
the notes at a medium pace (similar to glissando) (Azizboyev, 2005, p. 17). Molish can 
be executed using various fingerings (see Ex. 3a). 
The choice of fingering depends on the performer’s interpretation of the musical 
character and style that gives the sound a special tone (Takhalov, 1985, p. 64). Molish is 
often combined with elements of tolkinlatish, nolish, and kochirim. Molish can be 
indicated in the score by using a single line (Ex. 3a) or a broken line (Ex. 3b, see the 
video: Utkur Kadirov, Introduction to Uzbek Ornaments, Chapter 6 for Molish; 
Kadirov, 2019b: https://www.youtube.com/watch?v=b9YT_bWV3qE&t=3s). 
 
 39 
 
Ex. 3a: Three types of fingering used for molish (Takhalov, 1985, p. 63). 
 
Ex. 3b: Indication of molish in music (Azizboyev, 2005, p. 17). 
Kashish (drawing the sound) is a type of slow glissando within a semitone or a tone (in 
gijjak music up to two tones) that should be executed by gliding the finger from one 
note to another and delaying the arrival of the next note (Azizboyev, 2005, p. 16; 
Takhalov, 1985, p. 64). It is often referred to as pitch-bending (nola) in traditional 
music (Henson, 2006, p. 83). The speed of drawing or bending the pitch is subjective, 
depending on the performer’s interpretation, taste and desired emotional affect. When 
performed on traditional Uzbek instruments, it gives the sound a microtonal effect that 
does not correspond to the system of equal temperament  (Takhalov, 1985, pp. 64–65). 
Because performers of traditional styles prefer subtlety in ornamentation and 
individuality in their performance, this type of glissando is applied broadly to both 
instrumental and vocal performances (Henson, 2006, p. 83; Takhalov, 1985, p. 64). An 
important technique in performing kashish is to precede glissando with an element of 
kochirim, usually a short, upper mordent used in instrumental music on the tanbur, sato, 
and gijjak (see the video: Utkur Kadirov, Introduction to Uzbek Ornaments, Chapter 5 
for Kashish; Kadirov, 2019c: 
https://www.youtube.com/watch?v=qC9d2LH2DTU&t=4s), and a lower mordent on the 
rubab, dutar, nay, and in singing (see Ex. 4). 
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Ex. 4: Performance technique of kashish with two types of mordent: + meaning without 
accents, П downbow accent, V upbow accent, глисс. stands for glissando (Kadirov, 
2019c). 
To indicate the type of kashish in traditional Uzbek music, the following signs are 
occasionally used: 
 up a semitone 
 up a tone or more 
  when moving from a low to high pitch 
Ex. 5 is an example of how elements of molish, kashish, and kochirim are indicated in 
the gijjak score: 
 
Ex. 5: Traditional Uzbek tune “Muxammasi Husayniy”, bars 5−8 (Azizboyev, 2005, 
p. 17). 
Rez is equivalent to the European tremolo, and an indication to produce a trembling 
sound effect. It is widely used in the introductory sections for accompanying an 
improvised melody played by another instrument before the main tune begins. In the 
score it is indicated by the same sign as tremolo (see the video: Utkur Kadirov, 
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Introduction to Uzbek Ornaments, Chapter 7; Kadirov, 2019a: 
https://www.youtube.com/watch?v=3726SRrnCGY). 
All musical embellishments discussed in this section are widely used in traditional 
Uzbek music. However, their interpretation can vary slightly according to the tune, the 
instrument it is played on, and the performer’s taste. While they describe the main types 
of ornamentation, there are many different variations that are difficult to categorise; 
performers can freely improvise, change, or add ornaments depending on the type of 
music and the desired emotional effect (Kadirov, 2019a). 
Throughout the 20th century, many scholars of Uzbek music attempted to notate the 
elements of traditional music; however, their notations, particularly embellishments, 
differed greatly, confirming that many nuances could not be fixed by using the Western 
system of notation (Takhalov, 1978, pp. 232–237). The tune in Ex. 6a and Ex. 6b, 
notated by two different Uzbek music scholars, serves as an example of the 
inconsistencies mentioned above. 
 
 
Ex. 6a: Traditional Uzbek tune “Mushkiloti Dugox” notated by Radjabi, fragment 
(Takhalov, 1978, p. 234). 
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Ex. 6b: Traditional Uzbek tune “Mushkiloti Dugox” notated by Takhalov, fragment 
(Takhalov, 1978, p. 236). 
Although the second example is a more detailed version of the same tune and contains a 
number of ornaments, bowing technique, glissando, and vibrato and fingering 
suggestions, its notation does still not fully reflect the fine nuances of Uzbek 
performance practices (Takhalov, 1978, pp. 235–237). 
5.6 SUMMARY 
This overview has demonstrated that knowledge and understanding of many facets of 
Uzbek culture, Uzbek folk music and, particularly, its traditional manner of 
performance, are essential when making stylistically accurate, interpretive decisions.  
Ornamentation, a cornerstone of all the arts in Eastern culture, became an inseparable 
part of Uzbek music (Gienko, 1984, p. 70). In traditional Uzbek music, which was 
mostly monodic, ornamentation was an important way of creating variety; the same tune 
could be sung or played differently on various traditional instruments according to 
performers’ interpretations of rhythmic structures and their choice of ornaments. In 
slow, sustained, and lyrical tunes in particular, a number of ornaments were applied to 
develop static melodies and to express individuality in performance (pp. 72−73). Most 
ornaments are usually performed with a great use of rubato, deliberately stretching the 
tempo to create a sense of improvisation in the music (p. 74). Additionally, to increase 
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fluidity and smoothness in performing the various embellishments (melismas, 
ornaments, and vibrato) glissando technique is frequently applied. 
The absence of written music notation meant that, for centuries, Uzbek music existed 
only in orally transmitted form, making it impossible to notate melodic embellishments 
in their exact structures (Gienko, 1984, p. 72). After the Soviets introduced the Western 
system of music notation, Uzbek Soviet composers were able to notate trills, mordents, 
appoggiaturas, acciaccaturas, and other ornaments in their compositions, albeit still not 
entirely accurately, for reasons given above. Consequently, the interpretation of these 
ornaments could accord with European performance styles. In order to achieve and 
maintain the folk-inspired style of the music while playing Western classical 
instruments, musicians attracted to this repertoire are encouraged to invest a 
considerable amount of time in studying the different ornaments and how they are 
played, and in listening to recordings of traditional Uzbek music. This will help train 
their ‘inner ear’ to hear the distinctive qualities of this music and to understand the 
performance practices discussed in this chapter. Musical examples that have been 
selected for the listening portion of the rehearsals are offered later in the exegesis (see 
Section 6.2).  
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CHAPTER 6: REHEARSAL PROCESS AND MUSICAL 
PRINCIPLES 
6.1 REHEARSAL PROCESS OVERVIEW  
This chapter provides an overview of the rehearsal process that involved working with 
both Western-trained classical musicians (a flautist and a violinist) and an Uzbek Soviet 
trained cellist, who studied at the State Conservatory of Uzbekistan. Working with 
musicians from a different cultural background on the Uzbek chamber music repertoire 
was interesting, challenging, sometimes frustrating, but ultimately very rewarding. 
Coaching and mentoring the musicians, who were educated in Western traditions but 
were unfamiliar with Uzbek music and culture, was an essential part of this process. 
The entire rehearsal process was documented through note-taking and audio-visual 
recording, and archived as an essential academic record. I observed and analysed the 
video recording, and reported outcomes that relate to the interpretation of the music and 
how this developed. While specific details concerning technical and interpretive issues 
of each case study will be discussed later in the exegesis (see Chapter 7), this section 
provides my reflections on some common approaches used with my Western musician 
collaborators. 
A range of rehearsal strategies were applied throughout the process, reflecting both the 
needs of the ensemble (different duets or trio) and the piece in question. The process 
started with a general approach to the music. It involved regular rehearsals with 
different ensembles at different times, during which, in addition to playing the music, 
time was spent sharing thoughts about the piece, analysing some of the musical 
elements, and discussing some of the characteristics of Mushel’s compositional style 
and influences. Since most of the literature was published in Russian, it was important 
for me to inform my English-speaking colleagues about Mushel’s background, his 
influences, and inspirations. 
A combination of different styles of practice helped us deal with technical difficulties in 
the music. Movements or sections of music that were technically less demanding were 
practised using repetition, often with a metronome, starting slowly then gradually 
increasing the tempo. In contrast, technically challenging parts required a more 
analytical approach, such as applying a variety of rhythm patterns to passages, 
deliberately changing articulations, slurs, and dynamics, and creating exercises.  
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We also applied different learning techniques when interpreting each piece. At earlier 
rehearsals, for example, we allowed interpretation to flow naturally and intuitively, 
without worrying about stylistic accuracy, but focussing on technical issues. Once 
technical competence was up to a proficient level, we started to pay more attention to 
the interpretation of the music. As a performer and interpreter, I acknowledge that this 
process was very time-consuming and frustrating. 
When approaching the problem of interpretation, many musicians take an intuitive 
approach, allowing it to develop unconsciously. They deliberately avoid analysis, or 
listening to recordings  (Chaffin, Imreh, & Crawford, 2002, p. 83). Others take a more 
analytical approach: making a conscious analysis of the piece, listening to the 
recordings, and comparing it with other music to discover its original meaning. My 
approach depended on the piece being rehearsed and the ensemble I was playing with. 
Working on interpretation with the cellist, who is familiar with Uzbek music, was very 
different from working with my Western collaborators, who were not familiar with 
Uzbek music (see the case studies, Chapter 7). Playing music that some of my 
collaborators found stylistically unfamiliar and culturally remote made me realise that 
relying on knowledge of generic styles of music (such as Baroque, Classical, and 
Romantic) was not enough to create a platform for a stylistically accurate interpretation. 
It required new knowledge about the culture, the time, the place, and the composer, and 
it required a longer period of time to adapt, comprehend, and realise this information. 
Therefore, the use of a more analytical approach was favoured with my Western 
collaborators. This involved deliberate and conscious analysis of the piece, its structure, 
phrasing, ornamentation, tonality, and comparison of the sections. 
Listening to other musicians’ interpretations of the rehearsed pieces would have been 
advantageous at this stage, but it was not always possible. No recordings of Mushel’s 
Sonatine for Flute and Piano were found through accessible sources, and tracking down 
the one vinyl recording of his Sonata for Cello and Piano from 1958 proved impossible. 
The only accessible recording of this piece was my own performance in 1997 (Yusupov 
& Yusupov, 1997; and see Section 7.3). As my Western collaborators were unfamiliar 
with Mushel and his music, listening to any available music by him was considered 
beneficial in getting a greater sense of the composers’ style, and to guide interpretive 
decisions. Thus, listening to Mushel’s other works, such as piano concertos, preludes 
and fugues, and pieces for organ, facilitated a better understanding of his style. 
However, the foreignness of Uzbek music to my Western collaborators, and the 
 46 
combination of influences that seeped through Mushel’s music was overwhelming, and 
needed more time to digest.  
In contrast, learning through playing, discussing, and analysing was more effective, and 
to a certain extent, our combined effort brought some noticeable changes and new 
discoveries in interpretation. But none of the theoretical, musicological, or historical 
knowledge that my collaborators gained during our rehearsals could help them play or 
feel the music in the same way that I did. It was apparent that, no matter how much 
information was provided, we were still interpreting this music in very different ways: 
playing the music according to the score was not taking us any closer to the type of 
interpretation I was imagining. I was familiar with this music, but my Western-trained 
collaborators had little awareness of how Uzbek music was supposed to sound. 
Something important was missing because they were disadvantaged by the lack of 
intrinsic knowledge of Uzbek folk music.  
Searching for a solution I asked myself: What practical knowledge do musicians need in 
order to make stylistically informed, interpretive decisions; and how do I pass on 
musical knowledge that lies beyond the score? At such times of frustration, I 
experienced spontaneous ‘revelations’, or insights, that had significant consequences for 
the development of this project. One such revelation was to train the ‘inner ear’ of my 
collaborators to hear the distinctive qualities of Uzbek music. From that moment, 
listening to a variety of Uzbek folk music and discussing our new experiences became 
an important part of our rehearsals. Through this activity we were able to hear the 
distinctive qualities of this music, learn about specific nuances of the performance, and 
gain more insight about performance practices. From this point, our rehearsals 
progressed to a new level; they became more productive when making collaborative 
interpretive decisions and communicating interpretive approaches. Immediately, the 
specific performance practises of Uzbek folk tunes that were articulated earlier in the 
exegesis (see Chapter 5) came alive, and started to make more sense.  
6.2 GENERAL MUSICAL PRINCIPLES 
This section discusses some results and insights I have gained through the interpretation 
stage of this study. More specifically, it expresses my observation of, and reflection on 
the rehearsal aspects related to listening to Uzbek folk tunes, sharing new experiences, 
discussing issues, and making interpretive decisions.  
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Below is the list of selected audio-visual recordings recommended for listening, before 
reading the next portion of the exegesis. It includes items from both instrumental and 
vocal traditional music that demonstrate the use of performance techniques discussed in 
Chapter 5: 
• The music item presented below is the traditional Uzbek tune called “Munojot”. 
This song comes from the album Ey Dilbari jononim, which was recorded and 
published by Melodiya in 1982. It is sung by Uzbek singer Munojot Yulchieva, 
who demonstrates a typical manner of singing, including some of the 
performance practices considered above: 
https://www.youtube.com/watch?v=Mn-MQWRS1jk (Yulchieva, 1982) 
• Uzbek artist Utkur Kadirov plays the Uzbek classic tune “Surnay Dashnobodi,” 
an original, unaccompanied solo, where every plaintive nuance is clearly 
discernible. The violin is held in an upright position on the knee of the player 
and is played in the manner of the gijjak to demonstrate traditional performance 
practices. The replacement of the gijjak by a violin is a common practice in 
Uzbekistan among the performers of traditional music: 
https://www.youtube.com/watch?time_continue=73&v=1gAVoKaaD8k 
(Kadirov, 2011). 
• Astounding Rhythms of the Great Silk Road (Uzbekistan) features performances 
of Tashkent’s most notable percussionists assembled in accompaniment with the 
various ensembles (Astounding Rhythms of the Great Silk Road—Uzbekistan, 
2012): https://www.youtube.com/watch?time_continue=2&v=EE-2stpHXbo  
• Toir Kuziev is a skilled multi-instrumentalist, singer, and composer who has 
recorded and performed with an array of artists including Peter Gabriel, 
Dr Ralph Stanley, Sevara Nazarkhan, Elizabeth LaPrelle, Greg Leisz, and Ron 
Miles. On the following video he presents Improvisation for sato (Kuziev, 
2011): https://www.youtube.com/watch?v=YW73RCNMSVA  
• Abdulakhad Abrashidov—Master of Uzbek Nay (Abdrashidov, 2011; filmed and 
produced by Jack Clift)—solo performance: 
https://www.youtube.com/watch?v=7WHsyxMFuH0 
• Celebrating Uzbek Nay (Yunusov, 2017)—an ensemble piece with the nay being 
the leading melodic instrument and the doira providing percussion 
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accompaniment, played at a wedding: 
https://www.youtube.com/watch?v=NImDOSMDCO8 
Building upon my knowledge of Uzbek music and my reflections on the rehearsals, the 
distinct nuances of Uzbek music detected during our listening and discussions are 
summarised as follows: 
• Uzbek melodies are highly embellished, and these embellishments are organic 
and inseparable parts of the melodies; 
• Trills are short and sharp, very rhythmical, and played on the beat; 
• Short grace notes are fast and soft, performed almost on the beat to sound nearly 
simultaneous to the next note, and without an accent. 
• Non-harmonised melodic lines are often accompanied by complex rhythms, 
mostly on percussion instruments; 
• Ensemble pieces contain intricate percussion solos; and 
• There is frequent pitch bending in instrumental pieces, while melismas in vocal 
music sound microtonal. 
It was important to substantiate these conclusions, where possible, with further research, 
particularly regarding ornamentation in Uzbek music. This became possible later in the 
process when I discovered Suleiman Takhalov’s (1985) article, Ispolnitel’skie 
osobennosti ornamental’nykh priyomov uzbekskoy traditsionnoy muzyki (Theoretical 
Aspects of Performance: Specific Features of Ornamental Techniques in Uzbek 
Traditional Music). Takhalov, a scholar of traditional Uzbek music, developed a theory 
of performance of traditional instrumental and vocal music, including the system of 
notation of oral traditional music (World Portal Asia-Israel, 2018; see Section 5.5).  
The nuances outlined above can be summarised as posing two main challenges that 
performers should be aware of when approaching this music: 
1. Uzbek music requires improvised reading of metre and rhythm to produce the 
rubato desired in its performance; 
2. Ornamentation in Uzbek music is interpreted in a manner different from 
ornamentation in European traditions.  
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Ornamentation and the specific performance practices related to it were discussed 
earlier in the exegesis (see Section 5.5). The next section discusses other performance 
issues related to the chosen repertoire, and builds on my new knowledge of performance 
techniques used when playing traditional Uzbek music. It provides some interpretive 
suggestions on how to maintain the folk-inspired style of the music while playing it 
from a Western-notated score in a hybrid form of folk pastiche and Western styles. 
These suggestions could also be applied as general principles when approaching any 
other Uzbek Soviet music repertoire. 
6.2.1 Interpretation of the Usul 
While melodic lines and their ornamentation are performed with considerable rubato, 
the Uzbek usul is performed in a consistent and precise manner providing a strong 
rhythmical foundation and regular pulse to the piece (Gienko, 1984, p. 74; Sultanova, 
1998a, pp. 14–15). 
The usul is a significant part of traditional Uzbek music. Their replication is evident in 
Mushel’s two chamber works examined in this exegesis, mostly in accompaniments 
(see Ex. 7 and Ex. 8). The usul should be performed rhythmically and precisely, 
emphasising the strong beat of the bar. It should also be played secco, with a minimum 
use of the pedal when played on the piano. 
The simultaneous use of two different rhythmic ideas in both hands of the piano 
accompaniment (circled in green and red, see Ex. 7) evoke the rhythm patterns played 
on traditional Uzbek percussion.  
 50 
 
 
 
 
Ex. 7: Mushel, Sonata for Cello and Piano, movement 1, bars 40−43. 
Ex. 8: Mushel, Sonatine for Flute and Piano, movement 2, bars 1−6. 
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This common usul in the piano accompaniment (in red) is repeated throughout a large 
section, and is reminiscent of the sound of an Uzbek doira, which provides rhythmic 
support to the melody and holds the piece together. 
6.2.2 Interpretation of Syncopations in Melodies 
Rhythms of Uzbek tunes are intricate and often contain a number of syncopated patterns 
that provide constant fluidity and smoothness to melodic lines (Vyzgo, 1970, p. 35). 
Boris Asafiev, sharing his thoughts about Uzbek folk music with Romanovskaya, the 
compiler of Uzbekskie narodnye pesni (Uzbek folk songs), noticed the remarkable 
fluidity and smoothness of melodic lines that were generated, in his opinion, by many 
different syncopated patterns and interesting performance techniques; for example, 
accents in melodic lines were sung, perhaps to match the word stress or to facilitate 
dance movements (p. 35). 
Syncopated rhythms are interpreted differently in Uzbek music: rather than placing a 
disruptive stress on the weak part of the beat, the stress is placed on the shorter note on 
the beat, making it slightly longer and more prominent. Performers should not be 
concerned about the stretch of timing that causes a deviation from the tempo, as this is 
one of the characteristics of performance practice in traditional Uzbek music (Gienko, 
1984, p. 74). This way of interpreting melodic syncopation will help first to achieve and 
maintain fluidity and smoothness in folk-influenced melodies, especially those that are 
mostly lyrical, and second will help to avoid metrical mismatches of accents between 
melodies and usul structures (Sultanova, 1998a, p. 15). 
The example below (see Ex. 9) is a short excerpt of the traditional Uzbek tune 
‘Muxammasi Bayot’ written twice: the first line represents the way it may appear in the 
printed score, and the second line shows how it should be interpreted, including both 
syncopation and various ornaments (see the video: Utkur Kadirov, Introduction to 
Uzbek Ornaments, Chapter 5 (0:15’−0:33’ as written in the score; 0:35’−0:52’ 
interpretation; Kadirov, 2019c). For a fuller version, refer to Utkur Kadirov, 
Introduction to Uzbek Ornaments, Chapter 7 (1:43’−2:25’; Kadirov, 2019a). 
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When this knowledge is applied to the chosen repertoire, the syncopation in the 
melodies should be interpreted according to the performance traditions of Uzbek music, 
as discussed above (see notes circled in green, with the tenuto marked in red in Ex. 10). 
 
     
6.2.3 Comments on Melodic Structures and Phrasing 
Uzbek folk melodies are based on a short musical idea often known as the core motif 
(Solomonova, 1979, p. 38). Each motif has one or two central tones, and the following 
phrases are usually variations of the core motif around its central tones. It is common 
for the music to start with a simple motif but, as the piece progresses, the motif is 
developed into more complex structures. The development is usually gradual and 
achieved by varying the original motif, adding new elements to it, or combining several 
Ex. 10: Mushel, Sonatine for Flute and Piano, movement 1, bars 122−129. 
Ex. 9: Uzbek tune, “Muxammasi Bayot”, excerpt (Azizboyev, 2005, p. 16). 
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motifs (original and new structures) into lengthy phrases to bring continuity and 
smoothness to the melody (Bochkareva, 1969, pp. 9, 11). Each new variation, 
particularly in lyrical tunes, is performed with a great sense of rubato (mostly by using 
ritenuto) in an unhurried, deliberately prolonged manner to produce a feeling of 
improvisation (Gienko, 1984, p. 74). The principle of melodic structures in traditional 
Uzbek music is motivic development (variation), and phrases should be shaped 
accordingly. The example below illustrates Mushel’s application of this principle in the 
opening melody of the second movement of his Sonatine for Flute and Piano (see Ex. 
11). 
 
The short and repetitive nature of the motives, however, may split a melodic line into 
small parts and break its flow and cohesion. In order to avoid such fragmentation, and to 
achieve a natural flow and a smooth, delicate and improvised performance, performers 
are advised to keep the central tones sounding in their minds and to slide from one 
central note to the other—perhaps by visualising a spiral shape with its many curves and 
twists—thus uniting motives into a larger melodic line.  
Another factor that contributes to the continuity, fluidity, and lyricism of Uzbek 
melodies is that the rhythms of Uzbek tunes are deeply connected to the words (Eastern 
music has had a strong relationship with Eastern poetry; Sultanova, 1998b, p. 11), 
particularly with the number of syllables in the word. However, the number of syllables 
not always correspond to the number of pitches in the melody; each syllable can be sung 
over a number of pitches making melody melismatic and improvised (Babaev et al., 
1955, p. 42).  
Ex. 11: Mushel, Sonatine for Flute and Piano, movement 2, bars 1−8. 
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The length of a word in the Uzbek language (which uses agglutinative structures) 
depends on the number of affixes added to it to create a new word and new meaning 
(Sultanova, 1998b, p. 21). The word stress in Uzbek always falls on the last syllable. 
With the number of affixes added to the word, the stress becomes flexible (wandering) 
and constantly migrates to the end of the word. For example: 
Hizmat:  duty, job, employment 
Hizmatchi:  employee  
Hizmatchilar:  employees  
Hizmatchilarimiz: our employees 
Hizmatchilarimizga: to our employees 
Being word-inflected, the melodic phrases (even in instrumental music) are often 
stretched over the bar line and end on the first beat of the next bar (see Ex. 11, indicated 
by the slur in bars 7-8, and Ex. 12). In such cases, performers should not be afraid to 
place the stress on the final note to make it more prominent. This kind of phrasing 
aligns with both the word stress rules in the Uzbek language, and with the principles of 
the usul, which always emphasise the strong beat in Uzbek music (Sultanova, 1998a, 
p. 14). 
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Ex. 12: Mushel, Sonatine for Flute and Piano, second movement, bars 37−42. 
6.2.4 An Understanding of Forms and Structures in the Chosen Repertoire 
To reflect the improvised nature of Uzbek music, Mushel incorporated both generic 
forms and a traditional Uzbek structure, the audj. While the main sections of pieces are 
obvious—for example, the exposition, development, and recapitulation in sonata 
form—an extension of each section towards the end reminds us of the Uzbek audj, a 
section of music that leads to the climax. These emotional peaks typify the principle of 
developing culminating phases in Uzbek tunes (Babaev et al., 1955, p. 41; Pekker, 
1966, p. 80). Throughout the piece there could be several audj sections, each with its 
own ‘mini’ climax building up to the main climax—the katta audj (Babaev et al., 1955, 
p. 41). The main feature of these structures is that each subsequent audj becomes bigger 
and more powerful, exceeding the peak of the previous audj (Vyzgo, 1970, p. 60). Audj 
can be as long as the composer desires, and can have several dynamic rises and falls 
before reaching its peak. Usually each audj starts in a lower register with softer 
dynamics, and gradually rises to the climax; a calm and lyrical beginning gives way to 
strong, emotional tension at the climaxes. This combination of dynamism and balance is 
typical in traditional Uzbek music. All tempo and dynamic markings, therefore, should 
be precisely executed to highlight the contrasts between the sections. Such frequent use 
of contrasts should not be seen only as an expressive devise, but also as the 
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compositional technique used by Uzbek composers to reflect the improvised style of 
traditional Uzbek audj. A good example of audj structures is found in the development 
section of the first movement of Mushel’s cello sonata (see Section 7.2). 
6.3 SUMMARY 
When working towards an interpretation of unfamiliar repertoire, especially culturally 
remote music, any related information may offer important clues for a better 
understanding of the composer’s intentions, style of music, and ultimately that culture. 
Listening to Uzbek folk tunes during our rehearsals was a fruitful and productive 
practice, and became a turning point for the ensembles following a period of frustration. 
It helped my collaborators and me to gain more insight about traditional music, the way 
it sounds and is performed; it provided new experiences of Uzbek musical culture and 
extra-musical information, which helped in better understanding the origins of the 
music and the intentions of the composer; and it provided a platform for making more 
confident interpretive decisions.  
I had another revelation when I realised that this was what probably Mushel did when 
he arrived in Uzbekistan. He was neither familiar with Uzbek culture nor its music. It 
took time for him to learn the specifics and nuances of folk music through listening, 
recording, and studying. To a smaller degree we followed in his footsteps, not for 
composing but for interpreting, and not through ethnographic expeditions but through 
learning the music in many different ways. In addition, my own experience of Uzbek 
culture and music became a key part of the process of developing suggestions for 
interpretation. 
This process has been documented through note-taking and audio-visual recording, and 
the data detailing the repertoire and informing my own experience, thoughts, and 
interpretive development have been extracted for analysis in this exegesis. This process 
has also led me to new discoveries about the chosen repertoire, and about how 
musicians learn culturally remote music. Ultimately, it has broadened my knowledge as 
a musician, performer, and music educator. It is my desire that other musicians drawn to 
this repertoire and to Uzbek music generally will use these recommendations to create a 
more robust platform for future interpretation.  
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CHAPTER 7: CASE STUDIES 
7.1 INTRODUCTION 
This chapter provides suggestions for interpretation that have emerged from the two 
case studies selected for this exegesis: Mushel’s Sonatine for Flute and Piano (1948), 
and his Sonata for Cello and Piano (1951). Each case study presents a brief overview of 
the piece in question, and provides a detailed account of how the rehearsals progressed. 
I explain how my collaborators and I went about learning the pieces in two stages: the 
technical stage and the interpretation stage. Furthermore, I offer some suggestions for 
interpretation and performance that have been derived from a detailed study of the 
scores, my reflections on and analysis of the rehearsal process, and the knowledge 
gained from investigating specific performance practices observed in traditional Uzbek 
music (see Chapter 5). My experience and expertise of Uzbek music played a key role 
in the formulation of performance recommendations. 
7.2 SONATINE FOR FLUTE AND PIANO BY MUSHEL: BRIEF OVERVIEW 
Mushel’s Sonatine for Flute and Piano (1948; published in 1951) was one of the first 
pieces to be written for a wind instrument in Uzbek Soviet music (Pekker, 1966, p. 61). 
It is a three-movement composition that combines the principles of European classical 
forms with the elements of Uzbek folk music. 
The first movement, Allegretto, is written in sonata form and contains dance-like 
rhythms, extensive ornamentation, and different variations of the main melody, which is 
a principal compositional technique that reflects the folk music. The movement 
frequently alters tonality, moving between A Dorian and C Dorian-Aeolian. 
The second movement, Andante Cantabile, contains two non-contrasting themes that 
are both lyrical in character and mood. They sound particularly gracious when 
performed simultaneously on flute and piano in the recapitulation. The syncopated 
rhythmic ostinato in the left hand of the piano contributes to the movement’s unity and 
stability. 
The third movement, Allegro vivace, is an illustration of Mushel’s typical finale, one 
that evokes a picture of national celebration through the alternation of two dance-like 
themes (Golovyants, 1990, p. 49). The use of virtuoso passages, different articulations, 
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contrasting timbres, and a number of trills in the flute part are often combined with 
dotted rhythm patterns in the piano part to create a joyous, celebratory mood. 
7.2.1 Reflections on the Rehearsal Process and Recommendations 
The technical stage of our collaborative rehearsals occurred across several sessions. 
These sessions were similar to Chaffin and colleagues’ (2002, p. 101) concept of 
‘scouting it out’—running through the whole piece together to get an idea of its overall 
structure, shape, style, character, and mood. Our first session started by sight-reading 
the entire piece at a slow tempo, in the manner described by Imreh (Chaffin et al., 2002, 
p. 101). This was about playing the whole work together as a duet, as each performer 
had already sight-read the piece prior to rehearsal. The goal of the first run was to make 
an initial evaluation of the piece, its structure and sound, and its ensemble opportunities. 
The first thing we instantly noticed was the tonality of the music. For example, the first 
movement moves between A Dorian and C Dorian-Aeolian—an obvious use of the 
major subdominant (D major), and the minor dominant (E minor)—to reflect the 
influences of folk music. Such different use of tonality did not surprise me due to my 
previous experience with Mushel’s music and his compositional style. However, for my 
collaborator, listening from a Westerner’s perspective of “Oriental” music (which 
makes frequent use of the augmented second), it sounded very fresh and unusual.  
Playing through the movements a few times at a slow tempo was an easy task that 
allowed us to gain more familiarity with the tonality, harmony, and the style of the 
piece. During this session, we were also able to identify some technical difficulties and 
stylistic issues that would need to be addressed later, and to divide the piece into 
sections for the next practice. 
The first stage in many performers’ practice usually involves learning about the 
composer and his musical style. Such information is vital for making stylistically 
correct choices. Therefore, our technical stage was not just about playing the piece 
together, but also about sharing a variety of information with my colleague about 
Mushel’s background, musical style, and musical influences. As mentioned earlier, 
most of the literature about this composer has been published in Russian, making it 
difficult for a non-Russian-speaking person to study it without assistance.  
The next stage, the interpretation stage, was in some ways the hardest, the most 
challenging, and the most frustrating. It was also the longest, not so much in dealing 
with technical difficulties, but in making interpretative and stylistic decisions. The next 
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goal was to learn the piece, and to create a solid platform for a stylistically correct 
interpretation. 
We focussed on just one movement at each practice session, and started by playing the 
piece section by section multiple times to “get music into the fingers” (Chaffin et al., 
2002, p. 102). We worked on one section at a time (for example, the first subject) 
testing our decisions about fingering, pedalling, breathing points, slurring, tonguing, 
dynamics, and phrasing. Short sections were subsequently joined together into larger 
units to create a greater sense of the music and how it should sound. 
One of the technical issues we had to work on (for longer than expected) was the 
instability of tempo in the first two movements. Regardless of the tempo at which we 
started, it was constantly slowing down and dragging at the climax points as well as in 
sections leading to the climaxes. Intuitively we reached for the metronome to fix this 
problem. During the next few sessions we systematically played through the piece with 
the metronome from the beginning to the end, or through a large section at a time, 
testing the weak spots. Ultimately, the goal was to achieve an inner stability in the 
tempo without using the metronome. To find out what was causing the problem with the 
tempo, I attentively listened to and analysed some of our early rehearsal audio 
recordings. 
The folk-inspired melodies of the sonatine are made up of short motives that are 
constantly varied throughout the movement and repeated many times. I realised that a 
number of small motivic structures and repetitive rhythm patterns were causing 
fragmentation of the lines, bringing about the slowing tempo. To avoid the motivic 
fragmentation and achieve a more natural flow, various approaches were adopted. We 
found that the most effective interpretation involved two approaches: 
1. Maintaining a feeling of the smallest units of pulsation (semiquaver notes), 
which created a constant flow in the performer’s mind, allowing each phrase to 
be played smoothly and coherently. This was particularly effective in the second 
movement; and 
2. Similar to Rink’s (2002) concept of reduction of the score, preparing a rhythmic 
reduction, and re-notating the music (rhythm) by using a simple crotchet-minim 
pattern to simplify phrase structures; for example, a crotchet representing a two-
bar phrase, and a minim, a four-bar phrase. We wrote new, simplified rhythm 
structures above the music lines in the score to keep our focus on shaping the 
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phrases and joining them to larger units. Ex. 13 demonstrates phrase structures 
for the first subject in the flute part (Movement1). 
Both approaches worked quite effectively in maintaining a steady tempo and shaping 
short motives into larger phrases. Additionally, I decided to insert a long legato line 
above the melody in the flute part (see Ex.13). This acted as a visual reminder to build 
motives into larger phrases as well as slurring the notes. For the flute in particular, the 
use of slurring where possible, instead of tonguing, is desirable to create long expressive 
melodic lines. After achieving some stability and control in tempo and structure, we 
were ready to pay more attention to interpretation and style, mostly working on 
phrasing and syncopation. 
Playing syncopated melodies according to Uzbek style meant relearning the habit of 
reading syncopation in the traditional way of placing the accent on the weak part of the 
beat, to playing it in a new and opposite way of consciously focussing on stressing the 
short note and making it slightly longer and more prominent (see Chapter 6). Stressing 
the main beat may sound unusual to the Western ear, but in Uzbek music it contributes 
to the smoothness and constant flow of phrases.  
Inconsistencies between the piano and flute parts were obvious from the early stages of 
rehearsal. For example, the opening melody of the flute, the first subject, does not 
contain any suggestions about how to shape the phrases (absent of large slurs) or how to 
interpret syncopated rhythm patterns. Consequently, the lack of information may lead 
performers to play syncopations as a strong off-beat, and to shape the melody in various 
phrases (see Ex. 14). 
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= 2 bars = 4 bars
The structure of the first subject:
Ex. 13: Mushel, Sonatine for Flute and Piano, movement 1, bars 1−29. 
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However, when the same melody appears in the piano part (in the recapitulation) there 
is a clear slur marking in the score that suggests a particular phrase structure (see Ex. 
10). While the recommended phrasing may promote a constant flow of the melodic line, 
the absence of a clear marking in syncopated patterns may stimulate a stylistically 
inaccurate interpretation. To gather evidence to support my argument, I asked different 
performers unrelated to the project (a flautist, cellist, violinist) to sight-read this musical 
passage; all of them, without exception, played the syncopated patterns instinctively, 
placing an accent on the weak part of the beat. 
From my own experience and knowledge of Uzbek music, syncopated patterns in 
Uzbek melodies are performed in a prolonged manner to avoid an accented off-beat, 
and to create a sense of continuous fluidity and flow. This compelled me to mark new 
phrasing in the score as well as place a tenuto sign above short notes of syncopated 
rhythm patterns (see Ex. 13) as a reminder of phrasing and syncopation. 
While rhythm patterns in melodic lines require a certain fluidity and freedom in 
performance, rhythmic ostinati associated with Uzbek usul figures of the nagora and 
doira need to be precise and accurate to hold the piece together, while remembering to 
accentuate the strong beat of the bar, which is the main function of the usul. In this 
Sonatine, usul figures appear mostly in the piano accompaniment of the first two 
movements (see Ex. 8, Ex. 15a, and Ex. 15b); they are best played secco with minimum 
use of the pedal where possible. 
Another type of rhythmic ostinato found in this Sonatine is the parallel motion of 
intervals of a fourth and a fifth, which is common in dutar music (see Ex. 16). The 
dutar is used to accompany traditional songs, often in the style of a recitative—dastans 
(Vyzgo, 1970, pp. 39–40). To replicate the strumming sound of the Uzbek dutar on the 
piano, the performer should maintain a flexible and relaxed wrist, visualizing the dutar 
playing technique that usually involves four fingers in a descending and ascending 
motion (Kee, 2011, p. 9), or the first two fingers: the pointing finger for a downward 
movement, and the thumb for an upward movements, with considerable use of the wrist 
(Eshankulov, 2016, p. 47). 
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Ex. 14: Mushel, Sonatine for Flute and Piano, movement 1, flute part, bars 1−29. 
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An important aspect in the development of interpretation was dealing with 
ornamentation. During our collaborative experience, the interpretation of ornaments was 
a particular issue in this Sonatine. The melodies are highly embellished and require a 
certain way of performance to reflect Uzbek folklore qualities (see Ex. 17). 
At the earlier rehearsals we approached ornamentation, such as trills, spontaneously, 
according to our previous knowledge and experience on how trills should be played: 
starting slowly, accelerating, and then slowing down towards the end, in a way similar 
to how trills are played in Romantic music. However, this approach created a 
‘Westernized’ rather than folk-like interpretation. 
At that time, I was reading about traditional Uzbek music and instruments (Karomatov 
& al, 1983; Takhalov, 1985), and how some specific performance practices, particularly 
melismas, could not be notated precisely but only passed down orally. This forced me to 
examine the score more closely. As mentioned earlier, the score of the Sonatine uses 
Western notation, which does not contain symbols or recommendations on how specific 
musical elements, such as syncopated rhythms, phrasing, and ornamentation, should be 
interpreted to reflect the qualities of Uzbek folk music. In addition, the traditional 
(classical) structure of the Sonatine, with its ‘Impressionist’ harmonies and modal 
Ex. 15a: Mushel, Sonatine for Flute and Piano, movement 1, bars 1–8. 
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melodies, may stimulate a traditional (classical) interpretation, by applying the 
professional knowledge of generic styles such as Classical, Romantic, or Impressionist. 
Listening to traditional Uzbek tunes, therefore, especially those played on the nay, and 
learning some specific performance techniques became an essential part of later 
rehearsals. Having lived in Australia for over fifteen years, I needed to refresh my ear to 
the fine nuances of Uzbek music, and my colleague needed to learn to hear the 
distinctive qualities of Uzbek ornaments that were beyond the score.  
 
 
Ex. 15b. Mushel, Sonatine for Flute and Piano, movement 1, bars 81–92. 
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Listening to Uzbek nay tunes gave us an immediate understanding of how trills and 
grace notes should be played. In Uzbek music, trills are short, sharp, fast, very 
rhythmical, and played on the beat, starting with an accent on the principal note (see 
Chapter 5). A small accent above the starting note can be indicated in the score as a 
reminder. Performances of single grace notes, however, are smooth and gentle. They are 
Ex. 16: Mushel, Sonatine for Flute and Piano, movement 3, bars 84−91. 
Ex. 17: Mushel, Sonatine for Flute and Piano, movement 1, flute part, bars 35-42. 
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performed without an accent, as softly as possible, and at the end of the previous sound 
as a short ‘tail’, gliding smoothly to the principal note, using glissando.  
Examining the recordings of our rehearsals, I made an interesting discovery about grace 
notes. The second subject of the exposition appears in the movement three times: in the 
exposition, development, and recapitulation. Each time I heard this melody, it was 
played with different articulation that resulted in a different interpretation of the grace 
notes. Investigating the score, I discovered some striking differences in the appearance 
of this melody in the flute part. A clear slur marking is written in the development and 
recapitulation (in the second bar of the theme, see Ex. 18b and Ex. 18c) but is absent in 
the exposition (see Ex. 18a). The absence of the slur in the first instance (the second bar 
of the melody) intuitively encouraged the use of staccato articulation, resulting in a 
sharp and accentuated interpretation of the grace notes, crushing them on the beat. 
However, the slur indication in the other two instances made the performance of the 
same phrase, including the grace notes, smooth and elegant—legato. 
 
 
Ex. 18b: Mushel, Sonatine for Flute and Piano, movement 1, flute part, bars 94–106. 
Ex. 18a: Mushel, Sonatine for Flute and Piano, movement 1, flute part, bars 30–
38. 
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Ex. 18c: Mushel, Sonatine for Flute and Piano, movement 1, Flute part, bars 
152−155. 
 
This would be difficult to track if the difference in articulation was intended by the 
composer or added by the editor, since no other publication of the Sonatine has been 
found. However, from my own experience of Uzbek music and the research findings, 
I would favour a smooth interpretation of grace notes over a sharp and accentuated 
performance, as it is stylistically aligned with Uzbek musical traditions. In order to 
implement our new knowledge about this ornament, an effective approach was to 
temporarily exclude grace notes when rehearsing in order to focus on the actual 
structure of the melody, and to hear its ‘pure’ line without distraction. This practice 
helped us to picture a ‘straight’ line while gently adding the grace notes. The flute part 
should be slurred, without tonguing, to achieve a sliding effect, rather than crushing on 
the beat: more specifically, the use of a ‘lazy’ glide is favoured over sharp and 
immediate articulation. For more detailed information see Chapter 5. 
To enhance the folk-like sound on the flute, more intense vibrato (wide wavy vibrato 
that is largely used on the Uzbek nay, see Chapter 5) is suggested on long note values in 
lyrical melodies (for example, minims in the opening melody of movement 2, see Ex. 
19) but without overshadowing the lightness and transparency of the music. Applying 
molish glissando at the end of the two-bar motif between two quaver notes when 
moving down from A to G would also add authenticity to the style. Lip flexibility 
would be effective, but it can also be achieved using open-hole keys, which most 
professional flute players use. 
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7.2.2 Summary 
Learning through listening was necessary, particularly for this case study, to avoid an 
overly ‘Westernized’ interpretation of Mushel’s music. This approach helped us to hear 
the extremely fine and rich nuances of some performance techniques that could not be 
indicated in the score, and to gain more insight about this music. Additionally, the 
knowledge developed through an investigation of specific performance practices and 
techniques observed in traditional Uzbek music was essential in shaping a stylistically 
informed interpretation of this piece. To achieve and maintain a folk-inspired style, 
therefore, performers drawn to this and other Uzbek Soviet repertoire should invest time 
in listening to Uzbek folk tunes, and in familiarising themselves with the 
recommendations offered in Chapter 5. 
7.3 SONATA FOR CELLO AND PIANO BY MUSHEL: BRIEF OVERVIEW 
Mushel’s Sonata for Cello and Piano (1951; published in 1955) was the first cello 
sonata written in the history of Uzbek Soviet music. Soviet scholars Vyzgo, Babaev, 
Karomatov, Pekker, and Golovyants regarded it as one of the most significant works in 
the genre of chamber music (Babaev et al., 1955, p. 214; Vyzgo, 1970, p. 218). This 
piece is another example of Mushel’s compositional style that combines influences of 
both Western traditions, in its use of classical forms, and Uzbek folk music, in the 
choice of thematic material (Pekker, 1966, p. 83). Although the movements of the 
Sonata have clear, Western forms (I—sonata form, II—ternary form, III—sonata-rondo 
Ex. 19: Mushel, Sonatine for Flute and Piano, movement 2, flute part, bars 1−11. 
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form), an extension of each section within those forms containing several climaxes 
replicates the Uzbek audj (see Chapter 6.2). 
The first movement, Allegretto, is built on a restless development of the main musical 
character embedded in the first subject: commentators have characterised this character 
as poetic and lyrical in the exposition, progressing to sombre, elegiac, agitated, and 
dramatic in the development, and transforming into majestic and bold Risoluto in the 
recapitulation (Bukin, 1980, p. 50; Vyzgo & Karomatov, 1973, p. 308). The second 
subject is lyrical in nature; its stepwise melody moves smoothly through a chain of 
motifs creating a consistent flow with soft dynamics. As in the first subject, it 
transforms into bright, agitated, dramatic, and expressive character in sections leading 
to climaxes—audj. 
The second movement, Andantino con moto, evokes a mood of nostalgia, and is 
conveyed in an unhurried, elegant, and graceful manner. The main melody is 
constructed of a series of short motifs in a descending stepwise fashion typical in Uzbek 
folk music (Vyzgo & Karomatov, 1973, p. 309). Like the first subject of the first 
movement, this melody appears in a range of characters and moods throughout the 
movement: calm and lyrical in section A, passionate and emotional in section B, and 
reflective and calm in the coda (Bukin, 1980, p. 56). 
The third movement, Allegro, is in sonata-rondo form, representing another example of 
Mushel’s typical finale that, as the flute sonatine, is associated with Uzbek national 
festivals and celebrations. It is based on two contrasting dance-like melodies: the first 
subject is energetic, dynamic, and masculine (associated with a male dance), while the 
second subject is lyrical, gracious, and feminine (associated with a female dance). The 
composer has suggested two cuts in the finale (figure 41, bars 5–22; and figure 45, bar 
3–figure 46, bar 16) to reduce its length and repetition (Bukin, 1980, p. 57). 
7.3.1 Reflections on the Rehearsal Process and Recommendations 
The rehearsal process for the cello sonata differed from the process for learning the flute 
sonatine. Since my co-performer, cellist Renat Yusupov, and I had played this piece 
over twenty years ago as part of a recital for my Master’s degree at the State 
Conservatory of Uzbekistan, we were both familiar with this music. However, 
relearning the piece was a new experience, and it allowed us to discover and implement 
previously neglected elements of interpretation. 
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Renat and I grew up in Tashkent and studied at the State Conservatory of Uzbekistan 
during the Soviet era. This meant that all areas of life, including education and art, were 
strongly influenced by the Soviet regime. Many of our conservatorium teachers were 
natives of Russia; some of them had been evacuated to Uzbekistan during World War 
II, and some had been appointed by the Moscow and Leningrad conservatoriums to 
resume their activities in Tashkent for the purpose of building Soviet culture 
(Solomonova, 1979, pp. 67–87). Personnel destined for the State Conservatory of 
Uzbekistan included Victor Uspenskiy, Elena Romanovskaya, Aleksey Kozlovskiy, 
Georgi Mushel, Jan Pekker, and Nikolay Bukin (State Conservatory of Uzbekistan, 
2017). 
Although learning from such well-known musicians, educators, and composers gave us 
a strong musical foundation based on a Western style of education, our choices in 
making music (in our case, performing and interpreting music) were defined and limited 
by the system. I recall the impact my professor had when Renat and I were preparing 
Mushel’s Sonata for our recital. While acknowledging the influence of Uzbek folk 
elements in the piece that were associated with folk tunes, dances, and the sound of 
traditional instruments, he would not encourage the interpretation of them beyond the 
traditional (classical/Western) way. In other words, the chances of taking a ‘wrong turn’ 
were limited. Having lived outside my home country, free from Soviet pressure, for 
fifteen years, I have been able to reconsider and re-evaluate many of my earlier musical 
decisions about the interpretation of this sonata, which has prompted me to revisit it. 
Movement 1 
The first stage of our rehearsals, the technical stage, was surprisingly disappointing, and 
something we did not expect. Because we both were familiar with the piece, we decided 
to refresh our memory by playing it together at the first rehearsal. Just two pages in, 
however, we realised that we had completely forgotten the piece, and that neither of us 
could rely on our motor memory (finger memory). We had to relearn it.  
Re-reading the first movement of the sonata took a seemingly long hour and a half as 
we played the piece at a slow tempo, with many pauses, focussing narrowly on the text 
and evaluating technical difficulties. After playing the entire movement, we 
immediately went back to deal with technically problematic areas, which were 
identified mostly in the development section.  
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The development of the first movement is the longest section (80 bars); it is emotionally 
intense and technically the most demanding. Both subjects of the exposition go through 
a range of transformations: the start of the first subject is light and lyrical, but becomes 
dark and mournful, then agitated and powerful; the second subject is passionate, 
exciting, and full of energy. The transformation of the subjects is achieved through the 
use of the audj structure that is typical in Uzbek music, and that contains a few rises and 
falls in both dynamics and tempo before reaching the main climax (see Table 1). 
This movement is a clear example of Mushel’s compositional practice of combining the 
elements of classical sonata form with the traditional Uzbek audj. Each tranquillo 
section starts in a low register with pp dynamics before rising to a higher register on fff 
in Agitato to reach its peak on a fermata (see Ex. 20a and Ex. 20b). Golovyants 
associates these powerful contrasts in dynamics with a ‘solo’ sound against ‘tutti’ 
(Golovyants, 1990). 
 
Table 1: Structure of audj sections in the development. 
Bar numbers Tempo Dynamics 
79−87 Meno mosso (Tranquillo) pp–ppp 
88–89 Agitato subito fff 
90–98 Tranquillo pp—ppp 
99–120 Agitato subito ff–mf– fff 
121-130 Poco piu mosso p crescendo poco a poco 
131–138 (climax) A tempo fff 
139–158 (final section of the development) subito p–crescendo–fff–mf 
 
Our first challenge was to switch effortlessly from the elegiac tranquillo on pp to the 
powerful and impetuous agitato on subito fff and back. The difficulty lay in holding the 
two parts, cello and piano, tightly together when playing the two-bar agitato phrases on 
fff dynamics: rapidly ascending tremolos of the cello against vigorously climbing 
semiquavers of the piano across five octaves (see Ex. 20b). The piano passages are 
written mostly in a chordal manner, requiring strong technical skills to maintain clear 
articulation and a controlled speed. The tremolo passages of the cello need to be 
measured and precise to match the piano part. 
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To achieve our goal of good coordination between the two players, we practised playing 
these passages at a slower tempo while focussing on the rhythm—fitting four 
demisemiquavers of the cello with two semiquavers of the piano without disruption 
towards the end of the phrase. In addition, several variations for practising the rhythm 
were effective in testing the weak spots. Incidentally, I have added this passage to my 
warm-up routine because the hands and fingers develop a better memory and strong 
motor skills when exercised regularly in such a way. 
 
Ex. 20a: Mushel, Sonata for Cello and Piano, movement 1, bars 77−82. 
Ex. 20b: Mushel, Sonata for Cello and Piano, movement 1, bars 88−89. 
 
 
After reaching a sufficient level of performance and coordination in the separate 
sections, we were ready to move to our next goal: to achieve a sense of uninterrupted 
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fluency, togetherness, and conscious control in dynamics, tempo, and mood through the 
entire development section. Because each agitato section becomes longer, faster, and 
more powerful with each repetition before reaching the main climax, the development 
section, and eventually the entire piece, demands a great sense of control and a solid 
mental schema. Creating a mental schema was not a quick process; it took many hours 
of practice, analysis, and testing our decisions. In the end, such a schema helped us 
execute all tempo and dynamic markings, highlight contrasts between sections, and 
distribute our strengths and emotions as accurately as possible without losing control or 
becoming physically exhausted. In other words, the development of the mental schema 
was vital for achieving coordination and balance between mind and fingers. 
The practice method of the exposition was similar to that of the development. It 
involved playing one section at a time at a slower tempo while examining fingerings, 
articulation, bowing, and pedalling. It also allowed us to hear each other’s part in 
greater detail, and to make decisions about phrasing, dynamics, motivic structure, and 
the role of each instrument in particular sections. For example, the piano part at figure 4 
(see Ex. 7) contains two different rhythmical figures imitating the Uzbek usul. To 
replicate the rhythmic effects of Uzbek percussion instruments, usul structures should 
be performed in toccata style, with light staccato articulation, and minimum use of the 
pedal; the cello, in contrast, plays a long legato melody that continuously rises in pitch 
and dynamics, building up to the climax. The constantly rolling semiquavers of the 
piano provide solid rhythmical support to the cello’s melodic line, without accelerando. 
Acceleration of the tempo on increasing dynamics (p–ff) can cause performers to 
exaggerate the significance of the first climax, which is only the beginning of a larger 
audj (figures 5−7). 
Although the exposition is almost as long as the development (78 bars), the falls and 
rises in dynamics are less spontaneous and build up more gradually; however, they still 
remain strong and powerful, and require good emotional control from both players. 
After practising the entire exposition at a slower tempo, we repeated it a few times, 
increasing the tempo each time until we could play it comfortably at performance 
tempo. Having learned the first movement, our focus then shifted to interpreting the 
style of the music as influenced by traditional Uzbek melodies.  
The transition from the technical to the interpretation stage is not, of course, clear cut. 
Interpretive choices are often intertwined with technical issues; even learning a simple 
passage includes analysis of phrasing, articulation, and other expressive techniques. The 
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second stage of relearning this sonata involved reconsidering and re-evaluating some of 
the interpretive decisions we had developed for this piece more than twenty years ago; 
decisions about Uzbek folk music elements and how they should be interpreted in this 
piece.  
The greatest challenge at this stage was to develop new habits of playing syncopations, 
ornaments, and glissandi for cello, among others. To apply our knowledge of Uzbek 
performance techniques, we had to reconsider the tempo. We realised that, in the past, 
we had played this sonata too fast to perform the ornaments in the way they were 
supposed to sound. Uzbek lyrical tunes are highly melismatic and ornamented; they are, 
therefore, played in an unhurried manner. We experimented with the tempo to find the 
most suitable speed for the embellishments. 
We started by playing at a much slower, more moderate pace, which allowed us to 
apply ornamentation like molish glissando, and to interpret grace notes in a way that 
replicated the sound of the traditional Uzbek instrument, the gijjak. Our practice 
involved watching a video demonstration of Uzbek ornaments, listening to the tunes 
played on the gijjak to hear and learn the nuances of different embellishments, and 
instantly applying the knowledge to the piece. After testing molish in a variety of places 
in the music and at different tempos, we both agreed that it sounded the most natural 
when applied to a descending four-note motif (see Ex. 21, red circle) between the first 
two quavers (green arrow), at a tempo of 65 beats per minute. 
To execute molish correctly on the cello, the first note should be held slightly longer, as 
in a tenuto, before gliding to the next pitch to create a drawing effect. Being a slow, 
smooth, and melodious way of sliding from one note to another, molish can be achieved 
by using the fingering suggested in Ex. 21. 
 
Ex. 21: Mushel, Sonata for Cello and Piano, movement 1, bars 79−82. 
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A short, unaccented grace note is added to the end of molish gently and softly, as 
well as through the glissando, to provide both a delicate closure to molish, and a 
smooth transition to the next two quavers. Performers should not take this 
suggestion as a rule to apply repeatedly to all descending tones or semitones. They 
should remember that, in traditional music, this technique is often combined with 
elements of kochirim, in this case, a grace note following the slide, otherwise the 
overuse of this technique may spoil the flavour and create monotony. 
In traditional music, molish is regarded as an expressive device; when and how it is 
used depends on the performer’s taste and desired emotional intention (Takhalov, 1985, 
p. 64). Western musicians who are less familiar with Uzbek music may like to follow 
the suggestions made in this exegesis about where molish can be implemented (see 
Table 2; for full details, see Appendix A). However, they should not feel obligated to 
follow these recommendations, and are encouraged to explore the use of molish and 
other embellishments further. 
Table 2: Suggested bar numbers for molish. 
First Movement  Bar numbers 
Cello part 
Four-note motif 
circled in red (Ex. ) 
Exposition: 7,8,10,17,18, 22 
Development:80,82,85,91,93,96,137,138, 141,142, 152,156 
Recapitulation: 163, 164,171,172 
Piano part 
The same motif 
Exposition: 21 
Development: 84, 95,137, 139, 140 
Recapitulation: 166 
 
The melodic lines of Uzbek lyrical tunes move mostly stepwise and smoothly, with 
occasional leaps of a fourth or a fifth, mostly when ascending. These ascending leaps 
are then followed by stepwise descending patterns (Babaev et al., 1955, p. 40). The 
opening motif of the first subject starts with a leap of a fifth, descending then ascending, 
followed by stepwise patterns. To highlight the influence of Uzbek melodies, the low 
pitch of this motif should be performed more prominently, placing a tenuto on a quaver 
note to make it longer, then playing the stepwise pattern with a slight rubato, stretching 
it out (see Ex. 22a and Ex. 22b). 
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Ex. 22b: Mushel, Sonata for Cello and Piano, movement 1, bars 91−93. 
This performance technique is usually applied to both the cello and piano parts each 
time the motif occurs in the music. In addition, long notes in slow, tranquillo sections 
are best played with a more moderate, wider, and heavier vibrato (nolish) in the cello to 
imitate the sound of the gijjak. The performance of all syncopated patterns should 
follow the same technique as suggested in the flute sonatine (discussed in Section 7.2): 
the first short notes played in a prolonged manner to match the regular beats of the usul 
and to maintain a consistent flow. 
The next portion of this chapter offers more detailed performance suggestions for the 
development section of the movement that may help create a solid mental schema: 
• The development (see Appendix B) is the most dramatic section and features a 
few audj structures: figure 8 in the score (Mushel, 1955) is marked as ppp; 
however, figure 10 is marked with both ppp and sotto voce before another bold 
agitato. The piano works in tandem with the cello to create a polyphonic texture 
by presenting a counter melody on the softest dynamics (with the left pedal) 
carrying an almost inaudible, whispering sound. Pianists should perform this 
melody by drawing the sound out of the piano (rather than by striking the keys) 
with a tenuto touch, hearing in their minds the molish on cello. To achieve an 
imaginative glissando on grace notes, the following technique is suggested: hold 
the sound leading to the grace note on tenuto to the end; just before moving to 
the next note release the finger pressure and smoothly attach the grace note 
Ex. 22a: Mushel, Sonata for Cello and Piano, movement 1, bars 1−4. 
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using a straightened or flattened finger, with pure legato and soft dynamics to 
avoid any crushing or hammering effect. The same technique should be applied 
to the performance of all grace notes and notes leading to them (for bar numbers, 
see Table 2, on p. 76).  
• At figure 10, the dynamics fall to the lowest point indicating the beginning of a 
larger audj, which is more emotionally intense and rises to higher peaks. This 
audj covers two climax zones (at figures 11, and 12−13) before reaching the 
main climax of the movement—the katta audj at figures 14−16. Although there 
is a momentary drop in dynamics to mf at the end of figure 11 (leading to figures 
12−13) all three sections are best played as an unbroken unit with a powerful ff 
holding the emotional tension at the highest level. 
• At poco piu mosso (figure 14) the dynamics drop one last time to p before 
climbing back to fff—the main climax of the movement. The cello plays a 
modified version of the first subject with spiccato articulation, imitating the 
sound of the Uzbek rubab; however, as the dynamics become gradually louder, 
the articulation should change to detaché to maintain the tension and build the 
dynamics.  
• Figure 17 is a closing phrase of the development; the first subject is transformed 
by being twice as long and in the minor (the F# Dorian). It is the cello’s 
recitative, its conclusion, which should be pronounced in an unhurried, 
measured, and emotionally sustained manner to create a sense of balance. 
This long, dramatic, and emotionally demanding development is balanced by Mushel’s 
use of a short recapitulation that brings relief and closure to the piece. It is based on the 
first subject, which is heard twice, once on the piano and then on the cello. It sounds 
particularly light and serene in the high register of the piano on pp dynamics (beginning 
of recapitulation). The dynamics gradually rise for the last time to ff to bring a bold, 
strong, and majestic resolution to the movement.  
In summary, many increases and decreases in tempo and dynamics may affect the 
cohesion of the movement; therefore, the creation of a strong mental schema is vital for 
connecting a variety of sections into larger units, and for wisely distributing the 
strengths and emotions of each performer. The following influences of Uzbek music 
need to be considered when creating such a mental schema: 
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• The combination of dynamism and balance, which is one of the characteristics 
of Uzbek tunes, is evident in Mushel’s music; calm, lyrical tunes in the 
introduction become emotionally intense and powerful at the climaxes (Vyzgo, 
1970, p. 60). 
• Transformation of the themes is achieved through the use of the Uzbek audj. 
The movement contains several audj sections, and each one grows more 
powerful and more emotionally intense, exceeding each previous highpoint 
before reaching the main climax (p. 60).  
• Emotional and passionate explosions, however, do not disturb the cohesion of 
the form due to the repetition of the first-subject motifs that weave the sections 
into a big canvas: each section of the Allegro—the exposition, development and 
recapitulation—starts and ends with the first subject. 
• The final structure of the first subject in the recapitulation (moving from calm to 
bold) can be seen as a hallmark of Mushel’s compositional style that was greatly 
influenced by traditional Uzbek music. 
Movement 2 
The rehearsal process of the second movement was more relaxed and less stressful. Due 
to its compact nature, the movement was learned much more quickly, and we 
immediately included it into our regular performance repertoire. My co-performer and 
I presented this movement as part of our 2018 concert program, during a series of 
performances that we gave in New South Wales and Queensland as active promotors of 
music written by Soviet composers, music that was largely unknown to audiences in the 
West. Our rehearsals and concerts were recorded and analysed, and the results relating 
to the interpretation of this music and how it developed are discussed below.  
The second movement of the sonata is based on one lyrical melody and its variations. 
The structure of this melody is typical of Uzbek tunes. It starts with an ascending leap 
of a fifth, followed by mostly short, descending, melodic figures. Each bar functions as 
a short motif with a central tone surrounded by neighbouring notes in a crotchet-quaver 
pattern. Smooth voice-leading technique contributes to a constant fluidity and elegance 
that gives us the right to think of, and to treat this movement as, a song without words 
(see Ex. 24, cello part). 
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The absence of slurs in the piano introduction (see Ex. 23) allows the pianist to freely 
shape the melody by intuitively developing and joining motifs into elegant phrases. In 
order to create a gentle, poetic character, the pianist should delicately carry each note of 
the motif on the soft dynamics with a sensitive touch and legato articulation. To reflect 
the influence of Uzbek lyrical tunes, all quaver notes should be ‘sung’ in a prolonged 
and unhurried manner. Keeping the central tones in mind while gracefully moving from 
one tone to another helps to link the short motifs into phrases, then the phrases into 
larger units. Adding a slight tenuto on those central tones helps to achieve a measured 
yet fluid cantabile. 
 
As a pianist, I found it helpful to practise the piano introduction by playing and singing 
only the central tones with the left-hand accompaniment to feel the pulse of music. By 
practising in this way, I was able to find a comfortable pace (42−45 beats per minute) 
that allowed me to join motifs naturally into long, flowing, and sensitive phrases.  
In contrast to the piano’s opening melody, the cello’s opening melody contains clear 
phrase markings (see Ex. 24). A number of short slurs suggests the motif-based nature 
of the melody that interrupts the cohesion of the line. To avoid such interruption, 
performers may associate the number of slurs with the number of words in a poetic line 
and concentrate on structuring the motifs into logical stanzas. The central tones can also 
help in forming a mental schema for the performer to follow while shaping motifs into 
smooth and lengthy phrases. 
Ex. 23: Mushel, Sonata for Cello and Piano, movement 2, bars 1−9. Central tones are 
circled in green. 
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The cello part should be treated as a vocal line, and the cellist should therefore pay 
particular attention to the quality of sound, legato articulation and vibrato technique. 
Performances of vocal items in Uzbek music often involve improvised melismas and 
ornaments (Babaev et al., 1955, pp. 44–45). To produce the sound that evokes the style 
of Uzbek singing, the following suggestions are useful: 
• The second note of the opening leap of a fifth (see Ex. 24) should be slightly 
sustained (not shortened) and delicately connected with the next note; 
• A more moderate and wider vibrato, common in Uzbek instrumental and vocal 
music, should be used on the long note values; 
• A soft and gentle molish glissando can be implemented at the end of the closing 
motif, when descending from a dotted quaver D to a semiquaver C (see Ex. 24, 
cello part, figure 21, bars 7 and 11, indicated in orange); all other dotted rhythm 
patterns in this movement should be treated in the same way; 
• Semiquaver notes in dotted quaver-semiquaver patterns should be slightly 
sustained (not shortened) and played in a prolonged manner to preserve the flow 
and bring the phrase to a gentle end (see Ex. 24, tenuto marks); and 
• Adding delicate, unaccented, closing grace notes (nachschlag) produces a 
melismatic effect, imitating the singer’s frequent use of improvisation over a 
simpler melody (see Appendix C). 
In Uzbek music, each version of the same tune is usually sung or played with slight 
variations according to the performer’s choice of improvised ornaments and melismas 
Ex. 24: Mushel, Sonata for Cello and Piano, movement 2, bars 12−19. 
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that express an emotion (Babaev et al., 1955, p. 44). Cellists playing this piece, 
therefore, should aim for a natural tempo that allows for the execution of ornaments, 
glissando, and vibrato (as suggested above) in a smooth and unhurried manner. 
Uzbek tunes are repetitive, but the repetition is not simple. Often a simple motif or 
phrase, particularly in a katta ashula (big song), returns in a new ‘outfit’, changing and 
evolving gradually from simple to complex (Babaev et al., 1955, p. 44). In this 
movement, development is achieved using a variety of methods: varying the original 
motif, transposing the motif a fourth, fifth or minor seventh higher or lower, increasing 
its length by extending structural boundaries ( for example, an eight-bar phrase becomes 
twelve bars; Bochkareva, 1969, p. 9), placing the motifs in canonic imitation between 
the cello and piano, and combining several motifs (original and new structures) into 
lengthy phrases to create continuity and flow.  
When canonic imitations occur between the cello and piano at figures 23 and 24, both 
instruments should work in tandem towards transforming the character of the melody 
from poetic and lyrical into passionate and emotional by supporting (not competing 
with) each other’s melodic lines, and by maintaining pure legato on the constantly 
developing dynamics from f to fff. In order to preserve unity of tone quality in the cello, 
and to create maximum tension in the dynamics, the first ten bars of figure 24 should be 
played on the G string. 
The most complex variations and lengthy developments occur in the third quarter of 
each section, the audj that leads to the section’s climax and closure. Written in ternary 
form, this movement features three audj sections (the second being the katta audj). The 
increasing dynamics in each audj are more gradual than in the first movement, climbing 
to fff only once at figure 27 to highlight the main climax. Mushel often uses octaves and 
thick chords in the piano to emphasise his climaxes. In this movement in particular, 
when the melody appears in a chordal fashion on fff dynamics (figure 27 in the katta 
audj), pianists should not reduce the sensitivity and warmth of their playing but 
continue to express the intensity of emotions; the chords should sound full and rich, not 
aggressive.  
The majority of the piece is written in a polyphonic texture in which both the cello and 
piano share equal importance. When the cello has a melody, the piano has counterpoints 
presented in various registers and motions (similar or contrary), and when the piano 
leads the melody, the cello complements it. The performance of this piece presents both 
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instrumentalists with great ensemble opportunities and some technical challenges. The 
main challenge is to achieve constant smoothness and fluidity of the lines regardless the 
chordal passages in the piano (on both fff and pp dynamics) and the sudden changes of 
register. 
The composer’s choice of ternary structure is perfectly aligned with a series of 
characters and moods of the main melody: calm and lyrical in section A, it becomes 
passionate and emotional in section B, reaches its peak in the katta audj, and returns to 
a reflective and calm state in the coda. These qualities make this movement an 
independent and self-sufficient composition that can be performed as an individual 
item, separately from the other movements. 
Movement 3 
We deliberated carefully and thoroughly in our approach to the final movement. 
Because we had spent a good amount of time relearning the first two movements, we 
deliberately delayed the practice of the finale to see how the application of our new 
knowledge and experience of Uzbek music could speed up the process. Despite our 
familiarity with the music, we wanted to discover new opportunities to express the 
influences of Uzbek folk music, and to investigate how our new knowledge of 
performance techniques in playing Uzbek music could enhance our interpretation. 
This movement, which is typical of Mushel’s finales in large-scale works, portrays the 
music, singing, and dancing of Uzbek folk festivals and celebrations. While the dance-
like character of the music is obvious and can draw the performer’s primary attention, 
we wanted to explore things that were ‘behind the scenes’, such as the sounds of 
traditional Uzbek instruments that Mushel intended to imitate. The common traditional 
Uzbek instruments that usually accompany Uzbek raqs (dance)—the doira, nagora, 
rubab, gijjak, and dutar—are imitated throughout the movement between the cello and 
piano. Mushel used compositional tools such as marcato, legato, pizzicato, staccato, 
col legno, and a dynamic range from pp to fff to achieve the closest sound representation 
of both the picture of celebration and the sound of Uzbek instruments.  
As we practised, we evaluated the music and our playing, selecting appropriate spots for 
improvised melismas and ornaments in the cello, and testing the appropriateness of the 
articulation and bowing technique suggested by the editor, particularly where imitation 
of Uzbek instruments was apparent. We soon detected major differences in articulation 
between the cello and piano parts.  
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In rehearsal we used Mushel’s 1955 publication, which includes Vasil’ev’s edited cello 
part. It seems to be the only edition published during Soviet times and that is preserved 
in the Russian National Library; no other editions or publications of this music have 
been found. While no information has been discovered about Vasil’ev, the editor, his 
Russian surname and the period of time he developed this edition (during the Soviet 
era) led me to believe either that he had little experience or knowledge of Uzbek music 
and its traditional instruments, or that his edition was primarily influenced by the dance-
like character of the music. The cellist, Renat Yusupov, and I disagreed about 
interpretive suggestions, giving rise to discussions about editorial approaches. 
According to Vasil’ev, the main melody (the first subject) in the cello part is best 
performed mostly using a down bow, especially on the crotchet notes in the melody, 
including the first five crotchets (see Ex. 25). This kind of bowing creates a striking 
effect, placing a heavy emphasis on each crotchet. Conceivably, it could be associated 
with the gestures and motions of male dancers stomping on each beat. Our professor 
embedded this interpretation in our minds when we played the piece under his direction 
in 1997. 
As a conservatorium student in the 1980s, I attended dance classes that specialised in 
teaching German and Uzbek national dances directed by professional choreographers. 
From this experience I learned that the emphasis in Uzbek dances (particularly male 
dances) is on the upper body—which includes accented shoulder movements, hand and 
arm gesticulations, and head and neck motions—but the steps are rather elegant. 
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To bring elegance to the dance, and to evoke the sound of traditional Uzbek 
instruments, the following interpretive decisions were made:  
a) Metre and phrasing: Even though the music is written in a simple triple metre, it 
should maintain a feeling of one beat per bar, rather than three, to support the 
style of music and to create a constant flow. The absence of phrase markings in 
the first subject should not result in fragmentation of the line, but contribute to 
imaginative legato; 
b) Bowing and melismas: the change of bowing technique, particularly in the first 
phrase of the melody, was necessary; and the addition of improvised melismas 
in the cello part, such as nachschlags, to imitate the sound of the rubab were 
considered (see Appendix D); 
c) Articulation: In this movement Mushel divided thematic statements evenly 
between the cello and piano: the theme begins in the cello, and is then performed 
as a full statement in the piano. Interestingly, the detached articulation suggested 
in the piano part (which is perhaps an unedited version), particularly on the 
frequently repeated quaver notes, imitates the natural style of playing the Uzbek 
rubab (see Ex. 26). To produce this imitation precisely, pianists should keep 
their wrists loose and fingers light while playing the repetitions. Tenuto 
articulation, indicated in the piano score at figure 31, should be lightened on 
Ex. 25: Mushel, Sonata for Cello and Piano, movement 3, bars 11−29, the first 
subject in the cello. 
 86 
repetitive quaver notes to avoid hindering the forward motion; they should not, 
however, be turned into staccato. 
 
In the meno mosso section at figure 42, the cello imitates the sound of two Uzbek 
percussion instruments, the doira and nagora, above the long legato melody on the 
piano. Constructed in a call-and-response fashion, the first two-bar pizzicato phrase 
suggests the sound of the doira, and another two-bar col legno phrase suggests the 
sound of the nagora. These two instruments are often used to accompany Uzbek folk 
dances on public holidays and festive occasions (Solomonova, 1979, p. 52). The simple 
rhythm patterns chosen by the composer are typical of the Uzbek usul, and can be 
associated with two different and perhaps ‘competing’ or ‘teasing’ movements in dance. 
In order to replicate the light and mischievous character of the music, the cellist should 
Ex. 26: Mushel, Sonata for Cello and Piano, movement 3, bars 32−46, the first 
subject in the piano. 
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execute both articulations on p dynamics, and perform these distinctive phrases in a 
playful but measured manner (see Ex. 27). 
 
Canonic imitations that take place between the cello and piano in bars 245−268 are 
based on the distinct five-note motive of the first subject. The articulation is marked as 
secco staccato in the piano, and arco staccato in the cello, occasionally alternating with 
legato in both voices. The percussive sound of the piano in its low register combined 
with secco staccato may result in fragmentation of the line and an extremely short and 
harsh sound that does not correspond to the cello’s arco staccato. Changing secco 
staccato to semi-detached, moderate staccato will help to link motives into larger units 
on constantly increasing dynamics, resulting in one giant flow of energy. For this 
reason, a tenuto above a staccato mark is recommended in both voices (see Ex. 28). 
Ex. 27: Mushel, Sonata for Cello and Piano, movement 3, Meno mosso, bars 
211−224. 
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The massive flow of energy is sustained into the coda, marked presto, where the piano 
plays a rapid alternation of fourth and fifth intervals, typical of dutar music. To imitate 
the dutar style of playing, which usually involves four fingers in a regular descending 
or ascending motion (Kee, 2011, p. 9), pianists should keep their fingers loose and 
wrists flexible. This will facilitate an effortless performance with a well-controlled 
crescendo throughout the constantly increasing tempo. To imitate the style of the dutar 
in the cello, the intervals written in a ‘broken’ fashion are best replaced with double 
stops. By implementing these techniques, both performers will be able to create the true 
spirit of the fiery and energetic Uzbek dance characteristic of this finale (Appendix E).  
Ex. 28: Mushel, Sonata for Cello and Piano, movement 3, bars 245−261. 
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7.3.2 Summary 
Evidence presented in this case study has shown that the Sonata for Cello and Piano 
(1951) is a clear illustration of Mushel’s compositional style, which combines 
influences of Western music traditions and Uzbek folk music. As an example of 
unfamiliar repertoire in the context of culturally remote music, it presents both the 
cellist and the pianist with interpretive challenges related to the elements of Uzbek 
music reflected in this piece. Elements that require consideration include Uzbek 
ornaments and their specific performance techniques; the Uzbek usul and syncopated 
patterns in melodies, motivic structures of melodies, and phrasing; and Uzbek audj 
sections and the sound of traditional instruments. Contextual information, analysis, and 
performance recommendations resulting from this case study could be helpful to 
performers drawn to this music, and useful for creating stylistically informed 
interpretations of Mushel’s compositions. 
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CHAPTER 8: SUMMARY AND CONCLUDING REMARKS 
8.1 INTRODUCTION 
This chapter revisits the purpose of the research, the research questions, the findings and 
the outcomes. It revisits the key recommendations emanating from the research process 
and case studies. I conclude this chapter, and the exegesis, by presenting 
recommendations for further research. 
8.2 PURPOSE AND RESEARCH QUESTIONS  
The aim of this exegesis was to explore the chamber music repertoire of the Uzbek 
Soviet composer Georgi Mushel, whose musical style was influenced by both 
Western/Soviet traditions and Uzbek folk music. My experiences with Uzbek music, my 
knowledge of its culture and, perhaps more importantly, my freedom from the 
restrictions of the Soviet system, inspired me to rediscover Mushel’s music so that 
I may clearly and accurately articulate the traditional Uzbek folk elements in his 
chamber music repertoire and present interpretations influenced by this knowledge.  
A review of the literature identified gaps in the research concerning the performance 
and interpretation of Uzbek elements in Mushel’s chamber works. This current project 
aimed at addressing those gaps by asking three questions: 
1. What contextual knowledge—especially knowledge concerning Mushel and his 
musical style, Uzbek culture, Uzbek folk music, and Soviet influences—is 
required to create a platform for interpreting the repertoire selected in this study 
and other Uzbek Soviet music more generally? 
2. What performative elements or nuances from Uzbek folk music do performers 
need that are not represented in the score?  
3. How do they acquire these performative elements or nuances? 
8.3 METHODOLOGY AND FRAMEWORK 
This project falls within the realm of artistic research, meaning that art practice has been 
at the centre of the research; it has been both the object and subject of the research, with 
an emphasis on an outcome that contributes to the development of musical art in the 
form of a recorded performance. This artistic research incorporates practice-based and 
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musicological methods to investigate the research questions. More specifically, this 
project has been framed by the iterative cyclic web model presented by Smith and Dean 
(2009; see Figure 1, p. 20) that demonstrates how artistic research, practice-led 
research, and musicological research interrelate in a dynamic research process. My 
experience and knowledge of Uzbek music played a key role in helping me to develop 
recommendations for performing and interpreting the chosen repertoire (Chapter 7). 
8.4 MUSHEL AND HIS MUSICAL STYLE 
Chapter 4 was dedicated to a discussion of Mushel’s compositional style and influences. 
Starting with a brief overview of the composer’s biography, education, and career, 
I explored the influences under which Mushel’s musical style was formed. The musical 
language of the composer is a complex combination of both Western/Soviet and Uzbek 
traditions, and this research placed special emphasis on the influences of Uzbek 
folklore. 
Mushel’s relocation to Uzbekistan in 1936, and his life among Uzbek people for more 
than fifty years, greatly influenced his musical style. In Uzbekistan, he created 
masterpieces associated with elements of Uzbek folk music. An investigation conducted 
by Soviet scholars Vyzgo (1970), Karomatov and Slobin (1972), Solomonova (1979), 
and Pekker (1966) on Mushel’s melodic language found it to be diverse: some of his 
melodies are written in the style of European Romanticism, some are reminiscent of the 
vocal traditions of Russian composers such as Borodin and Mussorgsky; however, the 
majority of them are profoundly influenced by Uzbek folk music. Ultimately, the 
intricate combination of both European/Russian and Uzbek musical traditions is the 
main characteristic of Mushel’s compositional style. 
The chapter concludes with my reflections on the interpretation of Uzbek folk elements 
in Mushel’s music. Having a native knowledge of Uzbek culture, and previous 
experience with Mushel’s music, I suggest that Uzbek elements, the most obvious 
influences in Mushel’s chamber music repertoire, are perhaps the most significant 
elements to be considered by performers when shaping artistic interpretation. 
8.5 FINDINGS AND KEY RECOMMENDATIONS 
Taking Mushel’s Sonatine for Flute and Piano (1948) and Sonata for Cello and Piano 
(1951) as case studies, I wanted to explore and discuss the challenges of performance 
and interpretation in maintaining the folk-inspired style of the music while playing 
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Western classical instruments. Through an investigation of specific performance 
practices observed in traditional Uzbek music (see Chapter 5), I established the key 
challenges that performers need to be aware of when approaching Mushel’s repertoire 
and the music of other Uzbek Soviet composers. These challenges relate mainly to the 
use of rubato in Uzbek music and to the interpretation of ornaments.   
Placing specific emphasis on Uzbek ornaments as an essential form of melodic 
embellishment, I described these in detail and offered suggestions about suitable 
performance techniques. Uzbek ornaments are divided into categories according to 
different qualities: technical, vibrating, and glissando. They are known as kochirim, 
tolkinlatish, nolish, molish, kashish and rez. Kochirim falls into the category of 
technical ornamentation, which includes all types of grace notes, mordents, and trills; 
tolkinlatish and nolish are types of vibration; molish and kashish are different kinds of 
glissando used in traditional Uzbek music. Links to video recordings were provided to 
demonstrate the performance methods of each ornament on the traditional Uzbek 
fiddle—the gijjak. All ornaments discussed in Chapter 5 are widely used in both Uzbek 
instrumental and vocal music, and most of them are usually performed with a great deal 
of rubato, deliberately stretching the tempo to bring a sense of improvisation to the 
music.  
In Chapter 6 I described the rehearsal process, and the challenges with interpretation 
encountered during that process. All rehearsals were documented through note-taking 
and audio-visual recording, archived as an essential academic record, and observed and 
analysed. The outcomes that relate to the development of interpretation of the selected 
repertoire were reported in the case studies. Because the rehearsal process involved 
working with musicians from different cultural backgrounds, especially with those who 
are educated in Western traditions and are less familiar with Uzbek music, coaching and 
mentoring became an essential part of the experience. To learn about the specific 
nuances in the performance, and to hear the distinctive qualities of Uzbek music, my 
collaborators and I listened to a variety of Uzbek folk tunes over a period of time, which 
helped us to gain deeper insight about traditional Uzbek music, the way it sounds, and 
the way it is performed. This provided new experiences of Uzbek musical culture and 
extra-musical information that was needed for better understanding the origins of the 
music and the intentions of the composer, which eventually created a platform for 
making more confident interpretive decisions. 
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Adding to the knowledge about Uzbek ornaments and their specific performance 
practices, I exposed other performative elements and nuances that are not represented in 
the score, but which performers need to absorb to produce the rubato that is desired in 
Uzbek music and that shapes fully informed interpretations of Mushel’s compositions. 
I provided various musical examples, and offered recommendations for interpreting 
Uzbek elements replicated in Mushel’s music, such as the usul, syncopated patterns in 
melodies, melodic structures and phrasing, and the Uzbek audj. An overview of 
interpretive suggestions includes the following points: 
• The Uzbek usul should be performed consistently and precisely, emphasizing 
the strong beat of the bar, and providing a strong rhythmic foundation to the 
music. 
• Syncopated rhythms of Uzbek melodies should be interpreted in the following 
manner: rather than placing a disruptive stress on the weak part of the beat, the 
stress should be placed on the shorter note on the beat, making it slightly longer 
and more prominent. This way of interpreting syncopation helps to avoid 
metrical mismatches of accents between melodies and usul structures, and 
creates fluidity and smoothness in the melody. 
• Uzbek melodies are based on motifs, and subsequent phrases are usually 
variations of the main motif. Starting with a simple structure, phrases develop 
into lengthy and complex melodic lines. Each new variation should be 
performed with a great sense of rubato, in an unhurried, prolonged fashion, 
producing a sense of improvisation. 
• The improvised nature of Uzbek music is also expressed through the use of the 
Uzbek traditional structure, the audj, a section of music that leads to the climax. 
There are several audj sections within the piece, with each following audj 
becoming bigger and more powerful, exceeding the peak of the previous audj 
until it reaches the main climax. Each audj usually starts in a lower register with 
softer dynamics, and gradually rises towards the climax; a calm and lyrical 
beginning gives way to strong emotional tension at the climaxes. All tempo and 
dynamic markings, therefore, should be precisely executed to highlight the 
contrasts between the sections. 
Drawing conclusions from the evidence and findings presented in chapters 5 and 6, it is 
clear that, when interpreting unfamiliar repertoire, especially culturally remote music, 
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any related information could offer important clues for a better understanding of the 
composer’s intentions, style of the music, and ultimately the represented culture. 
Learning through listening to Uzbek music, and exploring and implementing the 
nuances of traditional performance techniques that are beyond the score, were key 
factors in helping me make further interpretive suggestions.  
8.6 CASE STUDIES AND INTERPRETIVE SUGGESTIONS. 
Two case studies were examined in Chapter 7: Mushel’s Sonatine for Flute and Piano 
(1948) and his Sonata for Cello and Piano (1951). After a brief overview, I provided 
reflections on the rehearsal process, including a description of both technical and 
interpretive issues, and I discussed various approaches employed to overcome these 
challenges. In each case study, a unique path was taken in the compilation of 
interpretive and performance recommendations. 
8.6.1 Sonatine for Flute and Piano (1948) 
The interpretive approach taken for the Sonatine for Flute and Piano (see Section 7.2) 
was unique in that I was rehearsing and playing with a Western trained artist who was 
unfamiliar with Uzbek music. A wide range of rehearsal methods were applied 
throughout the process and included playing the music together, dealing with technical 
and interpretive difficulties, sharing thoughts about the piece, analysing musical 
elements, and discussing the composer’s style and influences. Although we succeeded 
in dealing with the technical issues relatively quickly, working on interpretation was a 
long and, at times, difficult and frustrating process. Playing the music according to the 
score sounded more ‘Westernized’ than folk-like. This made clear the inadequacies of 
trying to perform this music through a filter of ‘standard’ stylistic parameters associated 
with Western music. This forced me to search for answers on a deeper level, by 
thoroughly investigating specific performance practices observed in traditional Uzbek 
music, listening to Uzbek tunes with my collaborator to train the ‘inner ear’ to hear the 
distinctive qualities of Uzbek music, and experimenting with our newly acquired 
knowledge about the performance techniques.  
As ornamentation was the most challenging aspect of interpretation, learning from 
listening to Uzbek tunes, particularly those played on the nay, was useful and 
informative. It immediately clarified questions regarding specific performance 
techniques of trills and grace notes. Trills in Uzbek music are short, rhythmical, and 
played on the beat, starting with an accent on the principal note; grace notes, however, 
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are unaccented, soft, and gentle, and they glide smoothly to the principal note using 
glissando. 
Implementing new techniques for ornamentation became a key element in forming the 
interpretation that reflected traditional Uzbek influences. To further enhance the folk-
sound on the flute, I suggested the use of wider vibrato in lyrical melodies, to imitate 
the Uzbek nolish, and the use of molish glissando where appropriate, to glide between 
the notes. To replicate the improvised nature of Uzbek music, the motivic structure of 
the melodies often required the flautist to slur instead of tongue the notes. This helped 
to avoid fragmentation of the lines, and to achieve the fluidity and flow desired for 
Uzbek rubato. Conversely, rhythmic ostinati associated with Uzbek usul figures in the 
piano were best played precisely, secco, with a minimum use of pedal. 
Other performance and interpretation aspects addressed in the case study included the 
stylistically correct reading of syncopated patterns; issues related to articulation, tempo 
and phrasing; and the management of inconsistencies between the flute and piano parts 
in the score. Solutions to overcome these issues were explored and resolved. Performers 
drawn to the Sonatine for Flute and Piano were advised to invest time in listening to 
Uzbek tunes and studying the specific performance practices that were presented in 
Chapter 5. 
8.6.2 Sonata for Cello and Piano (1951) 
The interpretive approach taken for the Sonata for Cello and Piano (see Section 7.3), 
was unique in that I was working with a cellist who had grown up in Tashkent, 
Uzbekistan. The artist was familiar with Uzbek music, and particularly with the chosen 
repertoire. Our goal in revisiting the piece was to re-evaluate and reconsider many of 
the interpretive decisions made over twenty years ago when we both lived and studied 
under the Soviet regime. Living in a new country, free from the pressure of the Soviet 
system, allowed me to view and develop the interpretation of this music through a new 
lens. 
The sonata clearly demonstrates the influence of Uzbek folk tunes, dances, and 
traditional instruments, leading me to make recommendations for interpretation built on 
my own experience and expertise of Uzbek music and culture. In addition, the new 
knowledge gained through an investigation of specific performance practices used in 
playing the traditional Uzbek instruments became a key factor in developing those 
recommendations further for an accurate and stylistic interpretive outcome. 
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The rehearsal process of the cello sonata was different from that of the flute sonatine. 
Because both of us were familiar with the music, the main challenge was to relearn the 
piece from a new perspective. This meant changing many of our earlier musical 
decisions, even putting them aside entirely, in an effort to shape an interpretation that 
fully and accurately reflected the elements of Uzbek folklore in Mushel’s work. This, in 
turn, meant learning new ways of playing syncopation, ornaments, and cello glissandi. 
To do this, and to refresh our memories and retune our ears to the fine nuances of 
Uzbek music, we listened to Uzbek gijjak tunes and watched video demonstrations of 
Uzbek ornaments. Uzbek lyrical tunes are highly melismatic and ornamented, and are 
therefore played in an unhurried manner. To accommodate new embellishments such as 
the molish and nolish, and to interpret grace notes according to the traditional Uzbek 
style using glissando, we experimented with the tempo to find the one most suited to the 
expression of these ornaments. 
The following is a review of the recommendations for appropriate technique when 
performing these embellishments: 
• To perform molish correctly on the cello, the first note should be held slightly 
longer, as in a tenuto, before gliding to the next pitch, to create a drawing effect. 
As a slow, smooth, and melodious way of sliding from one note to another, 
molish requires appropriate fingering (see Section 7.3). 
• Nolish is a wider and heavier vibrato, and should be used on long note values in 
slow, tranquil sections. 
• Single grace notes are played without an accent, gently, as a subtle hint or 
suggestion, using glissando on the cello. They glide to the principal note by 
reducing the value of the previous note. 
• To produce an imaginative glissando effect when playing grace notes on the 
piano, it is best to hold the sound leading to the grace note on tenuto until the 
end. Just before moving to the next note, release finger pressure, smoothly 
attaching the grace note, and using a straightened or flattened finger, with pure 
legato and soft dynamics to avoid any crushing or hammering effect. 
Another performance challenge discussed in the case study was the lengthy and 
complex structure of the sonata. Written in a hybrid form that features elements of both 
classical sonata form and the traditional Uzbek audj, it required extra time for diligent 
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practice. Properties of audj particularly evident in this sonata include a number of falls 
and rises in dynamics within one section, often subito, covering a wide range between 
ppp and fff; brisk changes in tempo and character from an elegiac tranquillo to a 
powerful agitato; and rising pitch. The use of the audj seemed to be the ideal tool for 
Mushel to transform the musical material from lyrical, gentle, and calm to powerful, 
agitated, and passionate. However, it took extra time for us to create a mental schema 
that allowed us to execute all tempo markings and dynamics, to highlight contrasts 
between the sections, and to distribute our strengths and emotions as accurately as 
possible without losing control or being physically exhausted. 
To achieve and maintain the rubato needed for an accurate presentation of Uzbek 
music, I provided recommendations on how to shape motif-based structures into long, 
fluid lines, especially in the slower, lyrical sections of the sonata; where to place tenuto 
articulations for a more prominent and prolonged manner of performance; and where to 
add closing grace notes to produce a melismatic effect. 
Towards the end of this case study, I presented my arguments regarding the 
performance suggestions made by the editor of the cello part, G. Vasil’ev. Our different 
views concern the interpretation of the dance-like character in the finale. While 
Vasil’ev’s edition seems to be influenced mostly by the generic dance-like character of 
the music, I wanted our interpretation to highlight the specifically Uzbek dance 
qualities, as well as the traditional instruments that accompany the dance.  
The use of consecutive down bows in the cello’s opening melody, as suggested by 
Vasil’ev, made the character and style of the music heavy and strongly articulated, 
which clashed with my knowledge, experience, and understanding of Uzbek dances. To 
bring some elegance to the dance, and to evoke the sound of traditional Uzbek 
instruments, I suggested reconsidering the bowing technique; changing the secco 
staccato articulation to semi-detached or moderate staccato in the piano to match the 
cello’s arco staccato; and adding improvised melismas such as nachschlags in the cello 
to imitate the sound of the traditional Uzbek rubab. Finally, to replicate the dutar style 
of playing in the cello, I suggested that the ‘broken’ intervals in the coda be replaced 
with double stops. 
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8.7 CONCLUSIONS 
Several conclusions emerged from the investigation process in general, and from the 
analysis of the chosen pieces in particular to answer the following research questions: 
1. What contextual knowledge—especially knowledge concerning Mushel and his 
musical style, Uzbek culture, Uzbek folk music, and Soviet influences—is required 
to create a platform for interpreting the repertoire selected in this study and other 
Uzbek Soviet music more generally? 
2. What performative elements or nuances from Uzbek folk music do performers need 
that are not represented in the score? 
3. How do they acquire these performative elements or nuances? 
The conclusions that emerged were: 
a) When learning a piece of unfamiliar repertoire, in this case music by the Uzbek 
Soviet composer Georgi Mushel, knowledge about the composer and an 
understanding of his musical style is essential for finding the right direction in 
the interpretation of his music. An investigation of Mushel’s background 
established that his musical style is a complex combination of both 
Western/Soviet and Uzbek traditions. Living among the Uzbek people and their 
culture for more than fifty years left a deep imprint on his musical language. 
This should be the focus for interpreters drawn to his music. The influences of 
Uzbek music resulted in significant features of his compositional style that 
include parallel motion of intervals of a fourth and fifth, imitating the sounds of 
dutar music; various rhythmic ostinati associated with Uzbek usul patterns of 
the nagora and doira; use of poly-modes; motivic variation of melodic 
structures; and implementation of audj sections to form climaxes. 
b) Both the Sonatine for Flute and Piano (1948) and the Sonata for Cello and Piano 
(1951) are important examples of Mushel’s musical style that combine 
influences of both Western music traditions and the traditions of Uzbek folk 
music. As examples of culturally remote repertoire, both pieces present 
performers with challenges related to the interpretation of Uzbek musical 
elements reflected in the works.  
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c) A thorough exploration of specific performance practices observed in traditional 
Uzbek music revealed some performative elements and nuances that are not 
represented in the printed score, but which performers must absorb to create 
fully informed interpretations of the music. They mainly relate to the use of 
rubato in Uzbek music, which allows for an improvisational reading of metre 
and rhythm, and to the stylistically correct interpretation of ornaments. 
d) Throughout the rehearsal process, practical solutions to overcoming the 
challenges of interpreting Uzbek elements, and to achieving and maintaining the 
folk-inspired style of the music while playing Western classical instruments, 
were identified and outlined as follows: 
• Performers are advised to study the elements of Uzbek music, such as 
ornaments and their specific traditional performance techniques, the Uzbek 
usul and syncopated patterns in melodies, motivic structures of melodies and 
phrasing, the Uzbek audj, and the sound of traditional Uzbek instruments; 
• During their preparation, performers listen to Uzbek tunes to train their 
‘inner ear’ to hear the distinctive qualities of Uzbek music and the fine 
nuances of the performance practices; and 
• By approaching this project as a participant, I was able to observe and 
experience the challenges of the interpretation stage, and to understand how 
time-consuming it is to acquire and implement new skills. For this reason, 
performers are advised to allow extra time in the learning process. 
It is envisaged that the contextual information, analysis, and performance 
recommendations offered in this exegesis will be found valuable by other performers 
drawn to these compositions, and will assist them to create stylistically informed and 
authentic interpretations of Mushel’s music in particular, and Uzbek Soviet music in 
general. 
8.8 RECOMMENDATIONS FOR FURTHER RESEARCH 
This research explored two works of the chamber music repertoire by the Uzbek Soviet 
composer Mushel (1909−1989) whose compositional style was influenced by both 
Western music and Uzbek folk music traditions. Focussing on the influences of Uzbek 
music, I discussed the challenges of performance and interpretation in maintaining the 
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folk-inspired style of the music while playing Western classical instruments. 
I investigated specific performance nuances observed in traditional Uzbek music, 
leaving behind the influences and performance traditions of Western practices, and thus 
creating opportunities for further research. In-depth research could be undertaken into 
European and Soviet-Russian influences on Mushel’s style, perhaps assessing his 
complex harmonic structures, melodic language, polyphonic texture, and use of tonality 
(see Sections 4.2 and 4.3). 
According to Pekker (1966, p. 43), Mushel was the type of artist whose creative 
imagination was guided by his intellect. Concluding this exegesis, it seems appropriate 
to quote the Russian painter and art critic Ivan Kramskoy (as cited in Pekker, 1966) to 
illustrate the richness and depth of Mushel’s music: 
Some works of art do not require much thought by viewers, but simply 
please the eye without moving either mind or heart … while others 
require serious thought by viewers before giving them true artistic 
pleasure. (p. 43). 
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APPENDIX A: MUSHEL, SONATA FOR CELLO AND PIANO, 
MOVEMENT 1, CELLO, BARS 1−35 
Explanation of signs added by the performer to enhance the folk-like nature of the 
melody: 
a) Short grace notes in green are the closing nachschlags; and 
b) The red line between two quavers in green circles is a molish glissando. 
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APPENDIX B: MUSHEL, SONATA FOR CELLO AND PIANO, 
MOVEMENT 1, DEVELOPMENT 
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APPENDIX C: MUSHEL, SONATA FOR CELLO AND PIANO, 
MOVEMENT 2, CELLO, BARS 1−45 
Explanation of signs added by the performer: 
a) Short grace notes in green appearing after the notes are the closing nachschlags; 
b) Short grace notes in green appearing in front of the notes, dotted crotchets, are 
forshlag; and 
c) Gliss. signs indicated in red are molish glissandi. 
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APPENDIX D: MUSHEL, SONATA FOR CELLO AND PIANO, 
MOVEMENT 3, CELLO, BARS 1−52 
Explanation of signs made by the performer: 
a) Bowing technique is altered in red; and 
b) The closing nachschlags are added in green. 
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APPENDIX E: MUSHEL, SONATA FOR CELLO AND PIANO, 
MOVEMENT 3, CELLO, FIGURE 52. 
 
Explanation of signs made by the performer: 
a) Broken octaves to be replaced by double stops. 
 
 
